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CHAPTER I 
THE PROBLEM 
1. Statement of the Problem 
Purposes of this study.-- The purposes of this study are: (1) to 
develop a master list of topics and objectives for general music in 
grades 7, 8, and 9; (2) to rank them in order of relative importance 
in general education; and (3) to draw from the findings implications 
for all areas of music education in junior high school. 
Importance of the study.-- Music educators, in recent years, have 
accepted the idea that their subject is in part a phase of general edu-
cation:, a curriculum area coordinate with such fields as English and 
1.1 
the social sciences. Such a· conc.eption implies the development of 
clearly defined objectives as to the concepts and skills, and resultant 
attitudes, appreciations, and ideals that should be developed at each 
educational level in this subject matter field. 
Most music curriculums have, as a basis, only vague generalities 
as objectives. In fact, most of them are based upon some variation of 
the seven·major objectives of the whole educative process at the second-
ary level, as announced in 1918 by the Committee on the Reorganization 
1/Roy 0. Billett, Fundamentals of Secondary-School Teaching, Houghton 
Mifflin Company, Boston, 1940, p. 413. 
-1-
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1.1 
of Secondary Education. For example, in connection with the National 
1) 
Survey of Secondary Education, Pierce found that the general objec-
tives of instruction in music most frequently mentioned in the courses 
of study of better than average secondary schools were classifiable 
under the following capti;ons (arranged in descending order of frequency 
of mention): (1) social; (2) disciplinary; (3) vocational; (4) aesthetic; 
(5) leisure time; (6) physical; (7) emotional; and (8) et.hical. 
11 
In an article on "Music Education" Otto Krash discusses the view-
points of varieus types of teacher philosophies, as to the objectives 
of music education. Some teachers believe the music permits the student 
to learn how to develop his inner power of self-e1tpression. Others be-
lieve it is the duty of music education to develop creative skills; 
still others believe that its purpose is to develop proper social habits 
such as the art of cooperation with others> or putting into practice the 
tenets of democracy. Teachers may also find support for their theories 
objectives in philos®phy based upon the works of such men as Jacques 
Ma.ritain, John Dewey, and Bernard Bosanquet . 
.1/Clarenee D. Kingsl.ey (Chairman), Cardinal Principles of Secondary 
Education, Report of the Connnission on the Reorganization of Secondary 
Education, National Educ.atien Association, Bulletin, 1918, J;\fumber 35. 
United States Office of Education, Washington, D. C. 
]:/Ann E. Pierce and RobertS. Hilpert, "Instruction in Music and Art,H 
Bulletin l\l'o. 17, National Survey of Secondary Education, Monograph No. 
25, Part I~ pp. ~-7. 
1./0tto Krash, "Is Music Educational?" Music Edueate>rs' Journal (February-
March, 1957), 43.:64-68. 
3 
Teachers may teach music from the historical, sociological, psy-
chological, moral, and political viewpoints. 
Mus.ic education, in the eyes of Krash, is teaching children the 
unique subject matter that is music. Through proper learning experi:"" 
ences the child should grow to understand music, and the .child should 
know what he is doing when he is performing it. This implies that he 
must learn that music represents various forms and styles, and also 
represents .descriptions of s..oeial and physical phenemena. It also im-
plies that he must understand the organization and design of sound; and 
the organized structure of musical qualities •. 
A critical and appreciative_music understanding for all people can 
come only from properly selected objectives, dealing with the subject 
matter of music itself, which indicates the types of experiences and 
activities that are needed for the .student to attain these goals. 
1/ 
Billett states that: 
"A great need exists for a formulatien of the general 
objectives of each subject matter field, at once in line with 
the whole educative process, yet peculiarly pertinent to the 
subject matter field which they purport to represent. 11 
Opinion serves as the basis for most music activities because of 
the lack of research dealing with music educaticm objectives. There-
fore, a tremendous need for research in music education exists. 
2/ 
In 1949 Lloyd V. Funchess,~ 8uperviser .of Music for the State of 
!/Billett, o.p. cit., p ~ 413. 
l_/Lloyd V. Funchess, "Research is Needed in Music Education, 11 Phi Delta 
Kappan, XXX (April, 1949), p. 349. 
4 
Louisia.E.a, wrote_, "Ufp to now, not lllUch has been done in the way of re-
search in musi,e eaueation. 11 
In 1950 the-music research editers o£ tb.e Eneyclopeaia Researcl»., 
ll 
Gord0n HeE.arickson and Clara G. Stratemeyer, stated, "Many teachers 
of masic have resisted the .scientifie appr·oach to their subject, and 
research can be regarded as adequate on few, if amy, of the maj0r issues 
in music edueation. 11 
1:.1 
Max Shoen, writing 20 years ago, stated, '~he development of 
seientific music research in this ceuntry is a credit to the psych'0l0-
gist and a.disgraee to the scheol music eaucator." He goes.on to state 
that school lllusic has made next to no use <i>f available researela mate-
rial, ana has made little C0ntribution t0ward plaeing lllUSiC Ci>U a se.ien-
tifie basis. 
Suggested procedures.-- In view of the nature of data neeaea in 
this study,. the use of a check list with selected respondents seemed 
appropriate. The selection of item5 for the check list, )!lreparatien 
of the instrument, selection of respmnaents, and statistical procedures 
will be discussed in the next section. 
1/Walter S. Munroe (Eaitor), Encyclopedia of Educational Research 
(Revised EditiG>n), The Macmillan C0mpany, New Yark, 1950, p. 771. 
2/Max Schoen, 11$.ehoG>l Music and Scientific Research, 11 Volume of Pr<D-
~eedings of the Music Teachers National Association, Karl W. Gehrkens, 
(Editor), Berlin, Ohio, 1936, p. 53. 
5 
2, Research Procedures and Techniques 
Analysis of teaching materials.-- To build the check list of con-
cepts, attitudes, and abilities everyone should have a chance to learn, 
the writer sent to 125 cities in the United States for secondary cur-
riculum guides. Sixth-three cities answered his request and 62 did not. 
Nine of the cities that answered the writer's letter of request had cur-
riculum guides for grades 7 through 12, and four had them only up to 
grade 9. The writer f'!ent requests to the State Departments of Education 
in the 48 states. He received 46 answers. Seventeen states had curric-
ulum guides for the s.econdary school; nine states were building curriculum 
· guides for future use .. A bibliography of these curriculum guides is given 
in Appendix B, page .288. The writer also analyzed articles in music edu-
cation journals published since 1941 for items for the check list, and 
ten books dealing with junior-high music education. 
Most of the curriculum guides and junior-high-school' textbooks 
dealt with course content and organization. The writer gathered as many 
items as possible from the curriculum guides and junior-high-school text-
books. He then extended and built an item list under the headings listed 
on page 11, based upon research in these various areas. A bibliography 
relative to this research appears on page 3.60 .. 
Each item or potential objective was recorded on a card measuring 
3 by 5 inches. Each itemwas recorded as a complete, declarative sen-
tence stating exactly what it meant. When all such potential objectives 
were collected, they were translated and telescoped into a logically 
6 
arranged master list. The procedure of translating and telescoping 
1.1 
items was that described and used by-Charters and Waples in the Com-
monwealth Teacher-Training Study. 
Determination of items.-- In this study the curriculum items to 
be evaluated are considered as potential_teachers' objectives and not 
as materials to be presented directly to pupils. The items are closely 
related to pupil experiences .which might be arranged to bring about de-
sirable _changes in the behavior of pupils.. Some of the items are def-
initions; others are statements of principles; still others are state-
ments of concepts. To teachers of music and curriculum planners in 
music education, each item will represent an ability, .an attitude, or 
a concept, the acquisition of-'which will affect the behavior of the 
learner. 
' Standard for accepting it.ems. -- An item was accepted for use in 
this study (1) if it occurred in two or more of the sources, and (2) if 
it did not, in the opinion of the writer, representa highly technical 
aspect of music. Textbooks produced the greatest number of items .. 
Definitions of terms used in this· study.-- General education: 
1:.1 
Bergman define.s general .education as that broad:, integrated, non-
vocational and nonspecialized part of a person's education which leads 
to personal growth and responsible citizenship by preparing him for a 
1/W. W. Charters and Douglas Waples, The Connnonweal th Teacher-Training_ 
Study, University of Chicago Press, Chicago, 1929. 
1/George J. Bergman, "Definitions of General Education, n Educational 
Administration and Supervision (December, 1947), 33:460. 
7 
satisfactory.adjustment to the needs and problems of his environment, 
and for active participation in the many aspects of living. 
The following definition of general education is used in this 
study: General education consists of those_abilities, attitudes, and 
c<?ncepts everyone should have an opportunity to learn; regardless of 
vocation, social or economic status, or .other specialized considerations. 
Meaning of "importance in general education."-- Because items in 
the check list were to be classified as importantor unimpertant in 
general education, the following statement was given to respondents to 
help in their evaluation~ 
The term impertance refers to how impe>rtant it is that everyone 
havea chance to acquire the particular concept or ability. It 
is. not a question as to where it will be acquired. The items are 
to be thought of in terms of such questions as: 
How frequently is this useful in everyday living? Do all 
people ~ use for it? (Will it help peopLe to have a 
better understanding and appreciation of music as an art 
and of its relationship to human bei,ngs and society, and 
thus to live a richer, happier, me>re complete, and/or 
better life?) 
Establishing relative importance of items.-- One of the purposes 
of this study is to determine the significance of music education cur-
riculum objectives in a program of general education for all children 
in the junior high school. Three t}'pes of workers in the field of edu-
cation are most likely to be concerned about this problem: (1) general 
educators, (2) directors of music education, and (3) professors of music 
education. If certain teachers' geals are considered important in gen-
8 
eral education for all children by a substantial majority of all three 
of these types of workers in education~ those goals might well be con-
sidered as being of major significance. The goals which are considered 
import~t-by the greatest number of general educators, directors of 
music education, and professors of music education might be considered 
as of greater importance thanother goals which are considered impor-
tant by fewer educators. Teachers' goals, then, may be arranged in rank 
order of importaace in general edueation on the basis of reactions of 
appropriate workers in educatien. 
To determine whether an item should be a direct objective of the 
junior-high-school-music curriculum program was another purpose of this 
study. The same three types -of workers in education are concerned with 
the importance of this problem. 
Preparing the check list.-- The 471 items which were in the final 
list selected for use in this study were to be presented to the respond-
ents in such a manner as might: 
1. Produce a rank order of importance in general education 
2. Indicate whether the items are potential objectives of the 
general music course in junior high school. 
Items were to be ranked in the following manner: 
(1) The item is very important in general education. 
(2) The item is important, but not among the most important in 
general education. 
(3) The item is of little or no.importance in general education, 
although it might be of greater importance to .a few people 
specializing in music. 
9 
Preliminary test of the check list.-- Since the respondents who 
would ultimately react to the check list would be general educators, 
directors of music education, and professors of music education, the 
check list was submitted to. one pe~son in each of those categeries for 
the purpose of (1) chec~ing the accuracy of the items, (2) clarity of 
the instructions, and (3) the general usability of the instrument. 
This assistance ·was given by the following people: 
1. General Educator: 
Dr. Roy 0. Billett~ Professor of Education, B0ston University 
2. Director of Music Education: 
Dr. Herbert .Silverman, Director of Music Education~ Malden 
Public Schools, Malden, Massachusetts 
3. Professor of Music Education: 
Professor Lee Chrisman, Chairman of the Department of Music 
Education, Boston University School of Fine and Applied Arts. 
As a result of the preliminary checking.by these three people, 
numerous refinements were made in the statement of items. The tryout 
of the instrument indicated (1) that the check list was comprehensible, 
(2) that its use would result in discrimination between items, and (3) 
that the date obtainable through its use would be categorically useful. 
Selection of juries.-- Three juries were selected constituted as 
follows: 
10 
1, Twenty-five general educators, including principals of second-
ary schoc::>ls and professors of education, selected to give a 
fair c~oss section of expert opinion in the field of general 
education. 
2, Twenty-five general directors of music education in cities and 
towns of over 10,000 population 1 selected to give a fair cross 
section of expert opinion in the field of secondary-school music. 
3. Twenty-five professors of music education at the university 
level, selected to give a cross section of expert opinion from 
the teacher preparation standpoint. 
The jurors whose responses were to be obtained were selected in 
terns e>f their professional leadership in education. Three criteria 
were used in selecting respondents: 
1. Professional degrees held 
2. Recommendation by responsible people and educational associa-
tions 
3. A position of responsibility. 
The writer received help from the Past President of the National 
Music Educators Conference, Do.etor Robert Choate, Dean of the School 
of Fine and Applied Arts, Boston University; from. Doctor William Fisher, 
President of the Massachusetts Music Educators Association; from Pro-
fessor Francis Findlay of the Boste>n Uhiversity School of Fine and Ap-
plied Arts; from Doctor Alice Crossley, Professor of Education, Boston 
University, in selecting qualified respondents. Help was also received 
from various Music Educators Associations across the country, and from 
State Directors of Music Education. 
11 
Some respondents were selected because of authorship of textbooks 
or professional journals; others, because of their work in the American 
Association of School Administrators. A complete list of respondents 
is given in Appendi~ A, page 284. 
Twenty-five people were solicited for membership on each of the 
three juries. This number was chosen because that many returns provide 
1/ 
a reasonable basis for conclusions. Charters and Waples, found in 
their Commonwealth Teacher-Training Study that 11 •••• the predicted co-
efficient of correlation between the ratings of twenty-five persons and 
an infinite number was 0. 949 ± 0. 015. 11 
A letter, a set of instructions, and the check list were sent to 
each prospective juror. (See Appendix Q, page 292 .) The response was 
excellent. Twenty-five general educators, 25 directors of music edu-
cation; and 20 professor~ of music education responded to the check 
list, with usable data. 
The writer feels that the juries were composed of sincere music and 
general educators because of the excellent response to, and interest in, 
the problem. Many of the respondents took time to write letters express-
ing a deep interest in the study and also requesting copies of the gen-
eral check list. 
Classification of items.-- The following classifications are used 
in this study to group items and aid in handling data: 
A. The Human Voice and Its Development 
B. The Physical Properties of Sound 
!/Charters and Waples, op. cit., p. 70. 
12 
C. :Polyphony 
D .• The Baroque F.eriod (1600-1750) 
E. The Classical :Period (1750-1820) 
F. The Romantic :Period (1820-1900) 
G. Modern Music (1880-1956) 
H. Structural Designs of Musical Compositions 
I. The Orchestra and Its Instruments 
J. Musical Theory 
K. Conducting 
L. Harmony 
Statistical treatment of the data.-- Arithmetical means were estab-
lished for each item checked by the re'!'lpondents of each jury. Cempari-
son between means ef juries (Juries 1 and 2, Juries 2 and 3, and Juries 
1 and 3) on each item was computed according to the formula for the ~ 
ll 
test. 
These data are recorded in Table 1 starting on page 34 .. 
For purposes of this study, any value of the!. ratio from 1.99 to 
2.64, inclusive, is recorded as of the 5 per cent level of significance. 
Any value of the! ratio beyond 2.65 is considered to be significant at 
the 1 per cent level of significance. This obviousl1 records some di£-
,!/James E. Wert, Charles 0. Neidt, and J. Stanley Ahmann, Statistical 
Methods in Educational and Fysi::.hological Research, .Appleton-Century-
Crofts, Inc., New York, 1954, p. 130. 
13 
ferences less than the 5 p.er cent level of significance. It also re-
cords differences less than the 1 per cent level of significance. The 
5 per cent level of significance between means is indicated in Table 1, 
page 34, by the use of two asterisks. The 1 per cent level of signi-
ficance between means is indicated by one asterisk. 
Each of the respondents indicated whether or not an item should 
be a direct objective of junior-high-school general music. Table 2, 
starting on page 116, records for each of the three juries the percent-
ages of respondents who checked each item as an objective of junior-
high-school music, and the percentage average for the three juries ar-
ranged by rank order from the highest to the lowest percentage. Com-
parison between percentages of Juries 1 and 2, Juries 2 and 3, and 
Juries 1 and 3, on each item, were computed according to the.formula 
1/ 
for standard error of <;lifference.~ 
s .D. diff. =V W"- + 1f-
The average standard deviation (S.D.) .of the differences between 
the percentages of two juries was found to be 12.1 for 40 cases. From 
this average the percentage differences were calculated to be 24 per 
cent at the 5 per cent level of significance, and 32 per cent at the 
1 per cent level of significance. 
Therefore, for purposes of this study, differences between per-
1/Charles C. Peters and Walter R. VanVoorhis, Statistical Procedures 
~nd Their Mathematical Bases, McGraw-Hill Book Company, Inc~, New 
York, 1940, p. 145. 
14 
centages of 24 up to 31, inclusive, are recorded as of the 5 per cent 
level of significance. Differences between percentages of 32 or more 
are considered significant at the 1 per cent level of significance. 
This obviously records some differences less than the 5 per cent level 
of significance. It also records differences less than the 1 per cent 
level of significance. The 5 per cent level of significance between 
percentages is indicated in Table 2, page 116, by the use of two aster-
isks. The 1 per cent level of significance between percentages is in-
dicated by one asterisk. 
\ . :-
CHAPTER II 
REVIEW .OF RELATED LITERATURE 
1. Authoritative Statements of Objectives and Curriculums 
Research in the field of music education.-- The research literature 
gives little evidence of previous investigations, specifically concerned 
with objeetive determination of music education goals. There are a 
number of.bulletins and-study guides listing the objectives of junior-
high-school music. 
1/ 
Music in American education.-- The Music Educators 1 Source Book 
of the Music Educators' National Conference lists the following general 
and specific objectives for music education in the junior high school: 
nGeneral Aims and Objectives 
111. Provide opportunities for the child to explore music 
as a means of further development of musical talents, 
according to individual abilities. 
2. Increase the student's enjoyment of, sensitivity to, 
and appreciation for music, both as a performer and a 
listener. 
3. Provide musical experience that will contribute to a 
realization and development of spiritual and moral 
values. 
4. Provide, through music, for social, emotional, and 
physical outlets, and experience for every student 
through self-expression, creative effort, and enjoy-
ment. 
1/Hazel Nohavec MOrgan (Editor), Music in American Education, Music 
Education Source Book, Number Two, Mtilsic Educators 1 National Con-
ference, Chicago, 1955, p. 104. 
-15-
11Specific Aims in Junior High School Music 
"1. To continue the development of music skills. 
2. To provide a singing program of unison and part songs. 
3. To recognize the importance of the changing voices. 
4. To provide a variety of instrumental music experiences, 
to include social instruments. 
16 
5. To develop a discriminating taste through a well-organized 
listening program. 
6. To provide opportunities for creative self-expression in 
all areas of the music program, 
7. To stress the importance of our musical heritage and its 
effect on present culture. 
8. To offer challenging experiences for gifted children 
through participation in solo, choral, and instrumental 
ensembles. 
9. To understand the adolescent in relation to his musical 
development.tt 
Jj 
In discussing the meaning of objectives, Billett says: 
11It seems self-evident that even_ the general objectives 
for a course within a given subject-matter field should be 
sufficiently specific to indicate the particular concepts, 
sKills, ideals, attitudes, and appreciations which the course 
exists to help pupils develop . 11 
The writer believes that the general objectives in the preceding 
list say many different things. Objective (1) apparently means that 
the school must set up a program of a variety of activities without 
indicating what they are to be used for, or how. Objective (2) offers 
no clue as to the abilities or understandings that should be developed 
to increase sensitivity to, and appreciation for, music. Objective (3) 
is open to question. No proof exists that, through the study of music, 
there is a development of spiritual and moral values in children or 
adults. Objective (4) does not give a clue as to what abilities, skills, 
and understandings must be developed through music to achieve social, 
1/Billett, op. cit., p. 262. 
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emotional, and physical outlets and experience for every student 
through self-expression, creative .effert, and enjoyment. The writer 
feels that this sentence is filled with hollow generalities without 
definite. meaning. 
The specific aims in junior-high~school music again do not tell 
us what should be taught on this level. They merely describe a program 
that should be carried out. Not one of these objectives can be analyzed 
as to type of concept, ability, or skill that makes it up. 
1.1 
The objectives of any course, when stated, should be learning 
products which can be developed obviously with peculiar fitness through 
pupil experiences in the area represented by the given subject . 
.An analysis of State Curriculum Guides.-- Curriculum makers in 
music education, it appears, are inclined to take the commonly accepted 
general aims of secondary education as those that music education must 
aspire to reach. The following is a list of objectives from a State 
2:.1 
Department of Education: 
111. To make music a vital part of the educative process. 
The emphasis is placed on education through music, 
rather than education in music. 
2, To previde a wealth of enjoyable cultural and social 
experiences. 
3. To provide another means of intellectual, emotional, 
and spiritual expression, making music a definite factor 
in the development of emotional maturity and desirable 
personality. 
4. To be a factor in the development of desirable morale 
as this relates to the individual, the school, and the 
community. 
])Billett, op. cit., p. 293. 
1/Nell Parmley, The Teaching of Music in Texas Public Schools, Bulletin, 
1950, Number 492, Department of Education, Austin, Texas, p. 14. 
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5. To assist in the development of a lasting appreciation 
of music, through active participation, and through the 
cultivation of a better musical understanding. 
6. To help the school to exert a desirable moral and 
spiritual influence over the students as well as the 
community. When a child 1 s interest and love for the 
music that he experiences through the school music pro-
gram becomes associated with the school and everything 
the school stands for, the school bec0mes a greater in-
fluence in the child's life. 
7. To provide an opportunity for acquiring enough musician-
ship to serve as a foundation for more intensive study 
of vocational activity. 
8. To encourage music as an avocation, and as a means of 
spending leisure time. 
9. To provide opportunities for the development of leader-
ship. 
10. To serve as a strong connecting link between the school, 
the home, and the community .. 
11. To cultivate a singing spirit within the individual. 11 
Again, very broad generalities have been stated here as objectives 
for Music Education. li(one of them appears to be an objective defining 
the concepts, skills, and abilities to be learned from the subject 
matt·er of music. 
1.1 
Another State Bulletin offers the following list of objectives 
for junior high school: 
"1. The objectives and attainments of the first six grades 
should serve as a basis for future musical growth. 
2. The use of music as an outlet for the emotions and 
feelings which accompany this stage of development. 
3. The use of music as a constructive use of leisure time. 
4. The use of participation groups in helping these become 
I 
socially adjusted to the opposite sex. 
5. A general impro.vement of musical judgment and discrim-
inatioa. 
6 • .A. continuing development in ability to sing, play, and 
rmderstand the theory of music. 
1/William Haynie, Music Education in the Public Schools, Bulletin, 1949, 
Number 127, State Department of Education, Jackson, Mississippi, p. 41. 
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7. The inclusion of music in units of work which will help 
the students understand and appreciate the cultures of 
the United States and ether ceuntries. 
8. Participation in vocal and instrumental groups in the 
church, school and community. Encouragement in attend-
ing werthwhile musical programs, connnunity concerts, etc." 
The stated objectives are very general and cannot be taken as clues 
to the type of experience the children should be given in music education. 
1.1 
In discussing music education objectives, Pierce states: 
"In the choice of objectives, course of stu<ily makers in 
music education, on occasion, have leaned heavily on the pro-
nouncements of such national organizati0ns as the Music Super-
visors' National Conferenc~/ and the Connnission on the Reorgani-
zation of Secondary Education appointed by the National Education 
Association.l/ City courses show the influence of both bodies, 
while State courses reflect, to a greater degree, the influence 
of the Commission .of the National Education Association. In fol-
lowing the recommendations of the latter, however, .an obvi®us 
attempt to translate into terms of the special field of music the 
objectives of education proposed in the Cardinal Principles of 
Secondary Education is evident in both city and state courses 
showing this influence. 11 
The following list of objectives for junior-high-school music is 
!±I 
fnom another State Bulletin for grades 7 and 8: 
"1. To help the child to find increased joy and finer 
emotional enrichment through hearing great music. 
2. To increase the pewer of discrimination between good 
and inferior music. 
1/Pierce and Hilpert, op. cit. 
2/Music Supervisors National Conference, Reports of the Educational 
Council on Courses for the Training of Supervisors of Music, and a 
Standard Course in Music for the Graded Scho-ols, Bulletin, 1921, 
Number 1, Ann Arbor, Michigan. 
1/Kingsley, op. cit. 
4/Course of Study in Music Education, Bulletin, 1933, State Department 
~f Education, Harrisburg, Pennsylvania, p. 68. 
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3. To comprehend music intellectually through the study of 
it as an art form. 
4. To integrate the various elements presented in the ele-
mentary grades, and to apply these elements in the anal-
ysis of larger musical forms. 
5. To lead the child to understand music heard in the light 
of the period in which it was written, so that he may be 
able to place unfamiliar compositions heard in either the 
classic, romantic, modern or late-modern periods, thus 
linking the development of art with history. 
6. To give the child a sympathetic understanding of other 
races and nations through their music. 
7. To encourage the child to venture further into the field 
of great music either alone or through school courses." 
ll 
A Nevada State :Bulletin lists the following aims for the seventh 
and eighth grades: 
"Begin rounding out all the musical techniques of former 
grades. 
Develop concerted singing in the direction of mass chorus 
practice, as well as to. continue the usual classroom sight 
singing and part singing. 
Bring about a cooperation between the pupils, individually 
and collectively, and the music interests of the home and 
the community. 
Recognize and encourage special and individual interests in 
the use of musical instruments. 
Skip high or low notes by those whose voices are changing." 
The writer feels that the objectives of both of these Bulletins 
are very general and do not specify as basic the understandings and 
skills· that should be developed in junior-high-school music education . 
. J:./ 
A representative city offers the following objectives for junior-
1/State of Nevada, Course of Study for the Elementary Grades, State 
Board of Education, Carson City 7 Nevada, 1939, p. 208. 
£/Outline Course of Study, Los Angeles City Schools. Music: Junior 
High School, Publication No. 409-A, 1945, p. 7. 
high-school music: 
11ATTITUDES AND APPRECIATIONS 
1. An ever-increasing appreciation of music as a source of 
happiness in everyday living both in and out of school. 
2. An increasing sensitivity to beauty of tone quality. 
3. A growing respect for and appreciation of the musical 
skill of fine perfonners. 
4. The development of a lively interest in the musical 
organizations and activities of this community. 
5. A growing respect for and appreciation of the music of 
other races and of the human values implicit therein. 
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6. An increased .sensitivity to the values of social coopera-
tion through the necessities incident to musical perform-
ance. 
7. A growing desire to take advantage of the fine musical 
experiences available through the :radio. 
8. A growing interest in and intelligent appreciation of the 
-musical elements in motion pictures. 
"HABITS AND SKILLS 
1. Improvement in the ability of the individual student to 
sing melodies, and par1::s other than the melody. 
2. Increasing skill in music reading. 
3. Increasing skill in music listening and development of the 
habit of recognizing patterns of mel0dy, rhythm, harmony, 
and form in music which is heard. 
4. Growth in the ability to arrange and perform simple ac-
companiments to songs using sueh instruments as the Auto-
harp and various rhythmic instruments. 
5. Increasing accuracy and skill in the correct pronunciation 
of English and 0ther languages in songs which use them. 
"KNOWLEDGE AND FACTUAL INFORMATION 
1. Familiarity with a rich and varied repert0ire of songs. 
2. Familiarity with a wide variety of selections from the 
·standard repertoire of recorded music, both instrumental 
and vocal. 
3. The accumulation of information concerning current radio 
programs and motion pictures of musical merit. 
4. A growing fund of information concerning important com-
positions, composers, and perfermers. 
5. Such knowledge of the symbols of musical·notation a.s is 
nec.essary to the p.erformance and understanding of the 
music used in the course. 
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6. Such.facts concerning musical forms, instruments, styles, 
etc._, as will add to the understanding and appreciation 
of the m.usic used in the.course. 11 
11 
The Ariz.ona State Bulletin · offers the following list of objec-
tives for junior-high-schuol music: 
"a. One purpose of music taught in the general music class 
of th~ ]ti.mior high school is to serve the child in living 
deep, rich, emotional e:x:periences and to develop a rich 
personality; 
(1) Through physical :~;elease--'It makes me feel good.' 
(2) Through emotional :~;elease-- 1 It makes me happy.' 
(3) Through pride in accomplishment. There is a real 
pride in singing parts for those in the eighth and 
ninth grades. The child then has a functional part. 
(4) Through vo.cal and instrumental training. Facility 
in the use of the voice leads to a more expressive 
and articulate instrument. 
(5) Through accepting the arts as an intricate part of 
life because it is beautiful. Every human being has 
the power to react to the beauty about him. 
"b. Music in the general music class should give the child a 
way of understanding himself and his relation to life in 
general: 
(1) Through cooperation. Cooperation brings a sense of 
values and the experience that results in fulfilling 
present needs, 
(2) Through social responsibility to others. Social p:~;es­
sure is the greatest force in communal life. Responsi-
bility to the group must be maintained. The teacher 
is the agent to exercise authority desired by the 
greater portion of the group. 
(3) Through self-control. Emotional stability is one of 
the difficult problems of the adolescent child. Often 
'steam is let off' and the teacher should not mistake 
this for malicious trouble. 
(4) Through contribution and the development of initiative. 
Many varied ways should be invented to allow expression. 
Not every child will express himself in the same way. 
(5) Through attention and industry. The teacher needs to 
be certain that there are worthwhile, pupil-felt needs 
])A Guide for the Improvement of the Teaching of General Music in the 
Schools of Ariz.ena, Bulletin Number Two, 1951, State Department of Public 
Instruction, Phoenix, Arizona, pp. 2-3. 
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before attention and industry are demanded; If these 
_needs are strong enough, very little assertion ·on the 
part of the teacher will ·be needed. We learn in ac-
cordance with our needs . .All learning is then growth. 
The purpose of education is to develop growth in a 
certain direction. .All learning is potentially cre-
atiye, organized around purpose and brought to a focal 
point. 
(6) Through the consideration for others and the care of 
public property. Brilliant students should help 
others." 
The .writer feels that almost all of these .objectives have little 
in common with the subject matter of music. They are statements of 
broad generalities dealing with the individual's social needs andre-
sponsibilities, and the development of good habits of life, such as 
self-control and initiative. 
.1/ 
.A Course of Study from another large city offers the following 
objectives: 
111. To utilize youth 1 s strong e100tional drive by giving 
opportunity for creative expression. 
2. To raise the general level of appreciation and under-
standing of music in the home and community by encourag-
ing youth to listen to music of lasting value. 
3. To recognize and develop potential talent. 
4. To prepare youth for the use of leisure time through 
appreciation of and love for fine music and through skill 
in its performance. 
5. To recognize individual differences and abilities by a 
diversified program. 
6. To develop discriminating taste, intelligent appraisal, 
and .suitable standards. 
7. To build an appreciation for our musical heritage and for 
the contemporary music and composers of .America. 
8. To appreciate other peoples and lands through their mUsic. 
9. To make music an integral and significant part of the 
daily life of boys and girls~ 
1/.A Music Guide for Junior High School,. Denver Public Schools, Denver, 
Colorado, 1950, pp. 5-6. 
10. To relate and coordinate out-of-school music influences 
with those of the classroom. 
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11. To satisfy the need and desire of youth for group activity. 
12. To present opportunity for individual growth in security, 
self-confidence, and happiness through satisfactory per-
sonal achievement. 
13. To create an awareness of the various vocational possibili-
ties of music. 
In studying these objectives, it would appear that they have been 
drawn from the same sources, in general, as those stated by Pierce in 
the quotation on page 19 of this_study. 
Objective (1) does not describe what creative expression is, nor 
does it define the types of activities through which creative expression 
takes place. Objective (2) defines a situation that is not quite true. 
Aesthetic values change from generation to generation. Much of what is 
considered great art in one period is not necessarily considered as such 
in anothet era. It is difficult to describe or find music of lasting 
value, with the exception of the music of a few outstanding composers. 
Objectives (3), (4), and (5) deal with discovering aptitudes and the 
development o£ ability. Objective (6) is a collection of generalities 
dealing with a suppesed preconceived value system. However, this course 
of study does not define the learnings and skills that its writers might 
conceive of as developing discrimination or intelligent appraisals and 
suitable standards. Objectives (7) and (8) are large topics covering 
vast areas of knowledge which the writer believes would be impossible 
to teach children in the time allotted for music in the junior high 
school. Objectives (9), (10), (11), and (12) deal with tthe development 
of interests, the use of environment in stimulating educational growth, 
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and the psychological needs of youth. Again the writer stresses that 
objectives must define learning and skills which result in the develop-
ment of interests; the writer finds that the learnings and skills from 
which interest comes are not defined in this guide; it does not tell 
what one should use from the environment to stimulate learning. It 
does not describe how the psychological needs of youth which it stresses 
are to be met by music education. 
1/ 
This same Study Guide publishes a list of statements eneitled 
Common Needs, Interests, and Concerns of Pupils Which May Be Met Through 
School Music. The list follows; 
11Appreciation of our national heritage 
Through study of folk music of the different lands con-
tributing to our population .. 
Through study of our native .American music~ which reflects 
the growth of our country from its early beginnings to the 
present time. 
Opportunity for the pupil to assume his share of gr.oup re-
sponsibility in choral and instrumental organizations. 
Contributions to the maintenance of physical health through 
emphasis on 
Good posture 
Development of correct breathing habits and breath control. 
Understanding and acceptance of voice changes during 
adolescence. 
Development of mental and physical coordination, especially 
in playing an instrument. 
1/ A Music Guide for Junior High S chao 1, op . cit. 
Therapeutic value~ (recommended for correction of some 
pulmonary disorders, orthodontia, spastic paralysis). 
Contributions to mental health 
Opportunity to gain poise through public performance, 
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Opportunity to gain peer approval through successful per7 
formance. 
Opportunity to strengthen idealism and promote growth in 
ethical values by exp0sure to inspirational music and texts. 
(Most worth-while songs deal with those ideals deemed worthy 
of cultivation--namely, worship of the Deity, loyalty to 
country, love of family and home, and the like.) 
Opportunity to develop an interest in community activities 
by increasing membership in church and civic vocal and in-
strumental groups. 
Opportunity to establish good work habits by stressing ac-
curacy and persistence in individual practice and ensemble. 
Opportunity to explore vocational opportunities through 
guidance and observation. 
Opportunity for critical listening in the home, school, and 
community through the radio, records, concerts, and the like. 
Opportunity to satisfy scieri.tific curiosity through the study 
of acoustics, transcription, record making, the use of films, 
and radio. 
Opportunity for a leisure-time activity that is individually 
satisfying as well as socially useful. 
Opportunity for expressing emotional drives through music.: 
participation activities. 
Opportunity for develop~nt of habits of cooperation, unself-
ishness, and submergence of the individual for the welfare of 
the group. 
Opportunity to develop capacity to appreciate beauty and to 
use a medium for wholesome self-expression. 
Opportunity to combine wholesome-enjoyment and relaxation 
with hard work. 11 
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This list of statements, the writer feels, deals with history, 
development of good habits, physical health, mental health, iaealism 
and ethical values, connnunity life, vocational explamation, science, 
and leisure time activities. This is a vast responsibility for a music 
department in a junior high school to assume, to contribute to, or have 
responsibility for. It is only a matter of opinion, up to now, whether 
or not music education contributes anythdmg to the areas of human needs, 
and no way, up to the moment, has been developed to prove that they do. 
The writer found that a great deal of confusion exists in courses 
of study between general and specific objectives. 
11 
Pierce found that objectives were more specific in dealing with 
areas of history, theory, or appreciation, or performance classes. But 
she concluded that there is not a well-defined distinction between gen-
eral and specific objectives. She folm.d that in various courses of 
study ·they were used interchangeably. 
The writer has discovered, after analyzing many other guides be-
sides those quoted, that curriculum makers use the following tenets as 
basic to all music curriculums: Music is an emotional outlet; music 
refines the emotions; musical experiences develop ethical behavior and 
good citizenship; music contributes to healthful living and the social 
development of the child. 
y 
Course-of-study makers maintain that music is unusually effective 
1/Pierce and Hilpert, op. cit., p. 9. 
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as an emotional outlet and as a force in the development of good emo-
tions. It is believed to have highly ethical possibilities in the 
training of character. It is said to be good for the physical develop-
ment of the child and to train him in the tenets of citizenship and in 
leisure-time activities. 
1/ 
The need for stated objectives.-- Without stated objectives, Rush 
explains, coordination and evaluation are impossible. In too many 
schools it has not been possible to make a good showing and give the 
public and school population really good music, because it has been 
futile to evaluate accurately and objectively the accomplishments of 
the music program. Well-stated objectives and purposes would do much 
to bring balance to such a program and would aid administrators, faculty, 
students, and parents to develop perspective relative to the real values 
of music in the school. 
Research in the field of music education.-- A. tremendous amount of 
research must be done in the field of elementary and secondary-school 
music education. Actually, little research has been done in these 
2:./ 
areas. Scientific experimentation and research must become basic to 
music education. The whole body of music education needs to be dissected 
and studied in detail with extensive experimentation. Individual spe-
cialists have developed techniques which are .effective, but they need 
1/Ralph E. Rush, "Basic Purposes and Objectives of Music Education, 11 
Music Educators Journal (January, 1952), 38:43-44. 
2:,/N. Archie Jones and K. George Evans, 11A.reas of Needed Research in 
Music Education," Education (September, 1951), 72:23-27. 
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~ .. 
to bi: tested. against other techniques, and still other techniques need 
t;o be· 'develop·ed to achieve the same results. 
·~. ;~-" 
Elementary-school music is in a state of confusion. Few answers 
r 
have. been found to the problelllS of teaching elementary music. Junior-
high-school music is also in a state of confusion because of a lack of 
.• ,, . 
specific knowledge about how to teach music, or what to teach to junior-
high-school children. Only by wide research can we bring music effec-
,tively'. to these people. This confusion goes on into high levels of 
music' education. 
·~ 
i. Studies Involving Similar Purposes and Techniques 
Studies in other fields.-- Several investigations in fields other 
than music education are mentioned here (1) to support the idea of 
lists of concepts and skills as a worthy research outcome; and (2) to 
show that the research techniques used in the present study are appro-
priate for investigations of this kind. 
]J 
Leonelli used two juries of 17 science specialists and· 67 teachers 
to find out what science principles should be included in the elementary 
2:.1 
curriculum. Fletcher used three juries made up of 20 general educators, 
22 industrial arts supervisors and teacher trainers, and 24 general metal-
wor~s teachers to. determine the concepts and skills that should be taught 
l/Renato Edmund Leonelli, The Selection and Grade Placement of Physical 
Science Principles in the Elementary School Curriculum, Unpublished 
Doctoral Dissertation, Boston university, 1952, 
2/K~nyon Scott Fletcher, An Analysis of Objectives of Industrial Arts 
Metalwork Teaching in Relation to General Education Aims, Unpublished 
Doctora·l.~Dissertation, Boston University, 1954 • 
. ... ·~ 
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in industrial arts metalwork. 
1J 
Through an analysis of 24 textbooks, Ross developed a list of 
720 concepts of occupational information. This list was responded to 
by 15 jurors. They checked the concepts as essential, desirable, or 
ineffectual in general education. From this study Ross concluded that 
all high school youth should ~ster the 28 concepts which were rated as 
essential and that they should be at least acquainted with the 659 con-
cepts which were checked as desirable. Moreover, the essential and de-
sirable concepts are suitable for instruction of all youth at some time. 
Jj 
Merrill developed 305 health concepts in health education after 
checking 14 safety textbooks, 36 issues of Hygeia, 36 different health 
textbooks, and tables of vital statistics. Two five-person juries (one 
member in each of five categories) were used to determine the suitabil-
ity of the concepts for elementary-school pupils. A five-point rating 
scale was used for the purpose of weighting the concepts for arrange-
ment in rank order. The correlation between responses of the two juries 
was 0.89. 
ll 
· In health education, Staton examined 10 textbooks and 36 issues 
1/Maurice James Ross,. Concepts of Occupational Information in General 
Education for Secondary School Youth, Unpublished Doctoral Dissertation, 
Boston University, 1951. 
2/Charles Donald Merrill, A Determination of Concepts of Healthful 
Living Which Are of Functional Value in Contributing to the General 
Education of Elementary School Pupils, Unpublished Doctoral Disserta-
tion, Boston University, 1949. 
3/Wesley Mergan Staton, A Determination of Fundamental Concepts of 
Healthful Living and Their Relative Importance for General Education 
at the Secondary School Level, Unpublished Doctoral Dissertation, 
Boston University, 1948. 
31 
of Hygeia in developing a list of 736 concepts for healthful living. 
The item list was checked by two juries made up of three persons each. 
He classified the items as major or minor concepts and ranked them in 
order of suitability for secondary-school instruction. The coefficients 
or correlation between responses of the two juries was ,,66 on 251 major 
concepts and {·63 on 279 minor concepts. 
ll 
Blackburn developed a list of 295 concepts for driver education 
after examining seven textbooks, 10 state courses of study, and 36 issues 
of Safety Education. He submitted them to a jury of 31 experts to evalu-
ate as to their accuracy and consistency with current and accepted driver-
education practice and research. After the elimination of concepts which 
the jurors felt did not meet these criteria, 229 remained on the list. 
A second jury of 18 experts evaluated this group of concepts and elim-
inated 18 of them. The relative importance of the 210 remaining concepts 
was determined by submitting them to three groups for their evaluation. 
The three groups were (1) law enforcement officials; (2) teachers of 
driver education; and (3) secondary-school students. Blackburn con-
eluded that the list of 210 concepts of driver education evolved from 
this study are accurate and consistent with current practice and re-
2:/ 
search. According to Blackburn, 154 concepts of driver education 
rated as essential by 50 per cent or more of the jurors should be in-
1/J. Robert Blackburn, Concepts of Driver Education and Their Relative 
Importance for a Driver Education Course in the Secondary School, 
Unpublished Doctoral Dissertation, Boston University, 1948. 
1/Ibid., p. 100. 
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eluded in classroom instruction in the secondary school. Fifty-five 
of theremaining coneepts should be taught if time permits. 
1:/ 
Boyd developed a list of 339 concepts dealing with healthful 
living and their relative importance for a general course in college 
health education-. He gathered them frem textbooks, periodicals, and 
vital statistics. He submitted them to a jury of selected national 
leaders in health education to judge as to scientific accuracy. This 
revised list was- then submitted to another group of national leaders 
in health education for evaluation relative to the importance ef each 
concept for instructional purposes in college health education. Finally, 
he had a group of students from the various colleges of Boston University 
evaluate the same concepts as to importance. The results were in common 
agreement with the expert·s. 
1/Clifford A. Boyd, A Determination of Concepts of Healthful Living, 
Unpublished Doctoral Dissertation, Basten University, 1950. 
CHAPTER III 
AVERAGE RATINGS OF THE THREE JURIES CONCERNING THE RELATIVE IMPORTANCE 
OF EACH ITEM OF THE CHECK LIST 
IN GENERAL EDUCATION 
1. Introduction 
This chapter is largely made up of Table 1 and is self-explanatory. 
In this table the reader will find the average judgments of the three 
juries concerning the relative importance of each music objective in 
general education. The comparisons between the means of Juries 1 and 2, 
1.1 
Juries 2 and 3, and Juries 1 and 3 were made according to the ~ test. 
2. Degrees of Importance 
Designation of importance.-- An item marked with a 1 indicates 
that it is very important in general education; an item marked with a ~ 
indicates it is important in general education; and an item marked with 
a l indicates that it is unimportant in general education. Averages 
are carried to one decimal point and decrease in descending order of 
importance froml to l· 
3. Summary 
Master list of items.-- A summary of the items that were rated from 
important to very important in general education by the individual juries 
is presented in the form of a master list in Table 3 on page 221. 
1/Wert, Neidt, and Ahmann, loc. cit. 
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Table 1. Comparison of Mean Judgments of Three Juries Concerning the 
Relative Importance in General Education of 471 Items Rep-
resenting Potential Teachers' Objectives of Music Education 
in the Junior High School 
Item 
(1) 
A. The Human Voice and Its 
Development 
1. The voice was not originally 
used for singing. The art of 
song, as we know it, is very 
young, and until recent times, 
was undeveloped •...•..•.••••.. 
2. The diaphragm is a source of 
energy for the singing voice .. 
3. Vocal sounds are produced by 
the vibrations of the vocal 
cords .......................... . 
4. The human voice has amplifiers 
which are various resonating 
cavities ...................... . 
Jury 
Number 1: 
General 
Educators 
(2) 
1/ 
*1.2 
1.8 
(continued on next page) 
Jury 
Number 2: 
Jury 
Number 3: 
Music Professors 
Directors of Music 
Education 
(3) (4) 
1/ 
**1.8 
1.4 
1.6 
1.9 
1/ 
*2.0 
1/ 
**1.7 
ll 
*1.8 
2.0 
11**Two asterisks in column (2) indicate that the difference between 
the means in columns (2) and (3) 1Juries 1 and 17 is significant at the 
five per cent level. In the same way the two asterisks are used in 
column (3) to identify a difference between means in columns (3) and 
(4) fluries 2 and j], which is· significant at the five per cent level--
and the two asterisks in column (4) identify a difference between means 
in columns (2) and (4) lJuries 1 and if, which is significant at the 
five per cent level. 
*One asterisk in column (2) indicates that the difference between two 
means in columns (2) and (3) lJuries 1 and 17 is significant at the one 
per cent level. Similarly, one asterisk in column (3) identifies a dif-
ference between means in columns (3) and (4) fluries 2 and 17, which is 
significant at the one per cent level--and one asterisk in column (4) 
identifies a difference between means in columns (2) and (4) lJuries 1 
and 17, which is significant at the one per cent level. 
Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
5. The diaphragm, a broad, flat, 
arched muscle at the base of the 
lungs, contracts downward and 
outward in the process of inhala-
tion, and relaxes upward to let 
the air be exhaled, or even 
pushes upward in making tone..... 1.6 
6. The voice box, which houses the 
vocal cords, must be kept low, in 
an even and relaxed position; it 
is particularly damaging to tone 
to have the voice box too high... *l. 6 
7. Amplification is dependent upon 
proper use of nasal, pharyngeal, 
and oral resonance ..•.•.. ~ ..•• ~.. **1.9 
8. Resonance varies infue nose, 
mouth, and phar~, according to 
the voice lifts.................. 2.0 
9. In the scale of C major voice 
lifts occur for the first so-
prano, and first tenor voices at 
Cff: and Fifo ••••••••••.•••••• ; ••••••• 
10. In the scale of C major voice 
lifts occur for the second so-
prano, and second tenor voices 
at C and F •••••.••••••.•••••••••• 
11. In the scale of C major voice 
lifts occur for the baritone, and 
first alto voices at B or Bh and 
E or E II ..••......•....•.......... 
2.6 
2.6 
2.6 
(continued on next page) 
.Jury 
Number 2: 
Music 
Directors 
1.9 
*2.2 
2.3 
*2.5 
*2.7 
*2.7 
Jury 
Number 3: 
Professors 
of Music 
Education 
(4) 
*2.1 
*2.8 
**2.4 
*2.6 
*3.0 
*3.0 
*3.0 
Table 1. (continued) 
Item 
(1) 
12. In the scale of C major voice 
lifts occur for the bass and 
second alto voices at A or A/, and 
. b P or D ..... ~ ••..•.. · · • · · · · · · · · · · · 
13. In four-part choral music, four 
vocal divisions are listed:. so-:-
prano, alto, tenor, and bass ....• 
14. Men 1 s and women.' s voices sound 
approximately an.octave apart .... 
15. The coloratura soprano voice is 
light, agile, and capable of as-
cending to great heights with 
flute-like runs and trills ...... . 
16. The dramatic soprano voice is 
powerful and resonant~ .. ·~······· 
17. The lyric soprano is,a clear 
voice, with a sweet, song-like 
tone quality ..•.•....•..•..•..... 
18. The alto voice is usually thought. 
of as rich, warm, and deep; but 
it has many ranges of vocal color 
from that of a mezzo-soprano, who 
possesses certain soprano charac-
teristics, to the usually deep 
contralto, who displays many mas-
culine characteristics of tone ... 
19. The dramatic tenor voice is full, 
strong, and rich, and is capable 
of .expressing great emotion ••••.. 
Jury 
Number 1: 
General 
Educators 
(21 
2.6 
1.2 
1.5 
1.9 
1.9 
1.9 
1.9 
1.8 
(continued on next page) 
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Number 2: 
Music 
Directors 
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*2.7 
1.2 
1.5 
1.7 
1.8 
1.8 
1.6 
1.7 
36 
Jury 
Number 3: 
Professors 
of Music 
Education 
(4) 
*3.0 
1.2 
1.3 
1.8 
1.8 
1.8 
1.7 
1.8 
Table 1. (continued) 
·Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
20. The lyric tenor voice is clear 
with a light, pleasing, song-like 
tone quality. . . . . . . . • . . . . . • • . . . . . 1. 9 
21. The baritone voice is beautiful 
and has great dramatic powers, 
and possesses the greatest range 
of any male voices •.........• , • . • 1. 8 
22. The basso cantante is a flexible 
voice capable of singing florid 
melodies with agility, and a deep 
rich, song-like quality.· ..••..•.. 
23. The basso profunda is the deepest 
bass voice •••.....•...••..••...•. 
.. 
24. The natural position for singing, 
when standing, is neither re-
laxed nor stiff. One foot should 
be slightly forward and the 
singer should feel some of his 
weight upon it, .The chest should 
be high, the shoulders free and 
relaxed ....•. , ............•.•.•.• 
25. Care should be taken to get dis-
tinct vowel sounds, having in 
mind the fact that, as the pitch 
ascends, vowels must be modified 
towards a deeper sound for ade-
quate resonance and freedom ..•••. 
26. Sharp, clear consonants and fr·ee 
vowels 1 with particular attention 
to diphthongs, are necessary to 
the process of enunciation and to 
bring about proper articulation .. 
1.9 
1.7 
**1.7 
1.6 
1.6 
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Directors 
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1.7 
**1.5 
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*1.4 
1.7 
**1.4 
37 
Jury 
Number 3: 
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of Music 
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1.8 
1.8 
1.9 
1.9 
**2.0 
**2.0 
1.8 
Table 1. (continued) 
Item 
(1) 
B. The Physical Properties of Sound 
27. Sounds are produced by the vi-
brations of sounding bodies. 
These vibrations are communi-
cated to the surrounding air, 
which in turn carries them to 
the ear of the listener •.•.••... 
28. Tones are produced by vibrations 
occurring in regular waves; 
noise by irregular waves ...•.... 
29. Tones have four properties: 
duration, pitch, intensity,and 
quality . .. • ..... • .... • • ~ • ._ • .. • •... 
30. The range of human hearing ex-
tends from approximately 16 vi-
brations per second up to 
20,000 per second ..•..•.•.•..... 
31. The range of the symphony or-
chestra extends from sub-contra 
B flat which has 29.2 vibrations· 
per second up to four line C 
which has 4185.6 vibrations per 
second ...•.....•...•.....•...... 
32. Whenever a tone is sounded on 
the piano, or played on the 
clarinet, or sung, it sounds not 
only its own pitch, but, faintly 
a number of tones of higher 
pitch called overtones ..•....... 
Jury 
Number 1: 
General 
Educators 
(2) 
1.7. 
1.7 
1.6 
**2.1 
2.3 
1.8 
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1.6 
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2.5 
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1.8 
1.6 
1.5 
2.2 
2.5 
2.0 
Table 1 •. (continued) 
Item 
(1) 
33. Overtones have exact mathemat-
ical relations to the funda-
mental tone ...................•.. 
34. Overtones are fundamental to the 
science of music. The entire 
system by which tones are or-
ganized into melody, harmony, 
and counterpoint stems directly 
from them .•...••.•.•..........•. 
35. The timbre or tonal color of a 
music instrument is determined 
by the number of overtones it 
sounds when played.~···· .....•.. 
36. Pythagoras, fhe great.math~ma~ 
tician, laid the acoustical and 
mathematical foundation for 
mus l.C ............................ . 
. . . ' 
37. "Loudness" or intensity is due 
to the width of sound waves .••.. 
38. The science of acoustics is di-
rectly related to music and sets 
up the laws of physics by which 
it can be produced, either by 
instrument or voice ..........•.. 
Jury 
Number 1~ 
General 
Educators 
**2.1 
**1.9 
2.2 
2.3 
2.2 
2.0 
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2.4 
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39 
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*1.8 
2.4 
2.1 
2.2 
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Table 1. (continued) 
Item 
(1) 
C. Polyphony 
39. During the early Christian era 
the Plain-Song preced~d the de-
velopment of Polyphony. It ap~ 
plied to ecclesiastical art 
music sung in unison. It had no 
harmony, no counterpoint, and no 
regular time or tempo. Its 
irhythm and meter were determined 
by the prose it was sung to ..•.. 
40. Neumes represent the earliest, 
system of musical notation .. ~ ... 
41. In the tenth century A.D. two 
lines, one red representing the 
pitch F, and the other yellow 
representing .C, were devised' t·o 
aid in ·expressing fixed pitch 
relationships •..•.•.....•....... 
42. Polyphony is a term taken fr.om 
the Greek language meaning nmany 
voiced." It is applied to-the 
species of unaccompanied vocal 
music in which each voice sings 
Jury 
Number 1~ 
General 
Educators 
(2) 
*2.5 
*2.7 
**2.6 
an independent melody. The . 
parts are of equal impor-tance 
and are bound together in ac-
cordance with the laws of 
counterpoint .........•.•..•.... ~ 
43. Polyphonic music is character-
istic of European music alone; 
it has no connection with Orien-
tal, Hebrew, or Egyptian music .. 
2.0 
2.3 
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2.0 
2.2 
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**2.4 
2.5 
1.8 
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Table 1. (continued) 
Jury 
Number 1~ 
Item General 
Educators 
il) (2) 
44. Guido d'Arezzo is credited with 
inventing the four-line staff... *2.7 
45. The development of notation to 
express mensurate time values 
represented a great advance in 
the science of musical notation. 
46. The development of notation to 
express mensurate time values is 
associated with Francis of 
Cologne ..•.•......•.......•..... 
47. The Mediaeval Modes were the . , 
early tonal basis of polyphony ... 
48. Composers over a long period 6£ 
time gradually altered the Medi-
aeval MOdes to bring about a 
more pleasing harmony in their 
compositions. In this way they. 
brought about the historic evo-
lution of the diatonic and 
chromatic scales and the science 
of harmony .••.•...•..•......... ·. 
49. Various groups of composers in 
England, France, the Nether-
lands, and Italy were respon-
sible for the development of the 
art of polyphony ....•...•.••.•.. 
50. The most primitive stage of 
polyphony is called organum. It 
consists of two voice parts mov-
ing in parallel motion, a fourth 
or fifth apart, based on a 
plainsong melody ...•....•.... ~ .. 
2.3 
2.7 
*2.7 
**2.6 
2.3 
2.6 
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2.2 
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Table 1. (continued) 
Item 
(1) 
51. A composite organum developed 
from the doubling in octaves of 
the two voices used in simple 
organum ••. • ..................... . 
52. Guido d'.A.rezzo introduced the 
principle of oblique motion in 
part writing extending the musi-
cal limits of· organum .•.....•... 
53. The term "Discant," applied to 
the second division of the Poly-
phonic period between 1150 and 
1400 A.D., in which other inter-
vals, such as the thirds and 
sixths and contrary motion, were 
included in putting voice parts 
together •....•.••.••..••.•...... 
54. True polyphony began for the 
first time when melodies inde-
pendent of each other existed ... 
55. The cantus firmus, or subject, 
or fixed song? was a .. melody .. 
adapted for use as the funda-
mental or starting point of a 
polyphonic composition ..•••..•.. 
56. The cantua firmus was sometimes 
taken from a Gregorian.plain 
song or familiar secular tune. 
Later the Canti Firmi were com-
posed by the musicians them-
selves ....... JJ•··················· 
Jury 
Number 1: 
General 
Educators 
(2) 
2.8 
2.8 
*2.6 
2.3 
2.4 
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Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2} 
57. The third division of the Poly-
phonic era is the counterpoint 
period~ in which experiments in 
putting intervals together de-
veloped into the science of 
bringing melodies together in a 
really harmonious relationship.. 2.4 
58. The contrapuntalists developed a 
complex and subtle rhythmic 
structure for their music....... 2.6 
59. The word, counterpoint, is de-
rived fro~ the Latin phrase~­
punctus contra punctum--meaning 
note against note .......•.••..... 
60. Where note is :w:dtten against 
note it is classified as first 
specied counterpoint ..•.....•.•. 
61. Where two notes or, as a vari-
"' ant, three notes, are written 
against one, it is classified as 
second species counterpoint .•... 
62. Third species counterpoint 
occurs where four notes are . 
written against one ....•........ 
63. Fourth series counterpoint 
occurs when suspensions are 
used . ............................. . 
64. Fifth species counterpoint is 
made up of florid counterpoint, 
or a mixture of the various 
species with greater rhythmic 
freedom ................ .......... . 
2.2 
**2.5 
**2.6 
**2.6 
**2.6 
**2.6 
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2.8 
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2.9 
2.9 
43 
Jury 
Number 3z 
Professors 
of Music 
Education 
(4) 
2.4 
2.4 
2.0 
**2.8 
2.8 
2.8 
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Table 1. (continued) 
Item 
(1) 
65. Free counterpoint is the appli-
cation of contrapuntal devices~ 
imitation~ part writing, in free 
composition, without the scho-
lastic restrictions of the ear-
li~r rules and regulations of 
strict counterpoint •........•... 
66. The sixteenth century was known 
as the Golden Age of Polyphony. 
It-reached its climax in the 
religious works of Palestrina 
and Las sus ...•....•...•...••...• 
67. Polyphony, in the secular sense, 
achieved glory in the works of 
the English madrigalists, such 
as Robert Fayrfax, Byrd~ and 
Thomas Tallis ....•.............. -
68. In each epoch of music history 
certain musical forms were 
either developed~.reorganized~ 
or extended to expand the limits 
of musical expression ....•..•... 
' 69. The musical forms characteristic 
of the polyphonic era were the 
canon, motet, madrigal, mass, 
and fugue ..•....•....•....•..... 
70. The first contrapuntal form to 
fully develop was the canon. 
Composers showed their skill in 
this form of composition by dis-
playing their mastery over ca-
nonic imitation in their work ... 
Jury 
Number 1: 
General 
Educators 
(2) 
2.0 
2.2 
**1.8 
2.0 
**2.4 
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Taqle 1. (continued) 
Item 
(1) 
71. The motet is a work in contra-
puntal style for unaccompanied 
voices, based upon a sacred 
te~t. ~ ............. ~ .. ·· · · · · · · · · · · 
72. A madrigal is a work in contra-
puntal style based on a secu~ar 
text, for unaccompanied sing-
J.ng •.•. JJ••······················· 
73. The rhythm and structuEe of the 
motet were determin~d by the 
word structure of the .tex-ts ....... , 
74. The rhythm and structure of the 
madrigal were determined by the 
word texts of the poetry being 
set to music •......•..•....•.... 
75. The Mass was an important form 
for the contrapunta1ists ....... . 
76. Imitative counterpoint developed 
very rapidly during the four-
teenth and fifteenth centuries; 
composers invented all sorts of 
complicated and illusive ways of 
repeating a theme in various 
parts ........................... . 
77. In the fugue, the voices enter 
one by one, alternately singing 
subject and a~swer. This proc-
ess constitutes the exposition. 
A d~velopment portion follows, 
inwhich all voices are engaged 
in singing subject, answer, or 
including material in new keys. 
The whole concludes by a closing 
Jury 
Number 1~ 
General 
Educators 
(2) 
2.2 
**2.2 
2.4 
2.3 
2.1 
2.4 
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1.9 2.0 
1.9 2.0 
2.3 2.3 
2.2 2.1 
2·.1 2.2 
2.6 2.5 
~able 1. (continued) 
Item 
(1) 
section~ in which there is a 
decisive return to the original 
tonality. Fugues usually con-
sist of from two to five voice 
parts, three or four occurring 
most frequently ............. , .. . 
78. The final form of the fugue was 
developed by generations of com-
posers~ but it reached its per-
fection in the works of Johann 
Sebastian Bach~ in which sym-
metry and dignity of architec-
tural proportions were united to 
genuine musical expression ..•... 
79. J. S. Bach, a hundred years 
after Palestrina,. developed. the. 
art of polyphony to its greatest 
heights of glory, expressing it 
in musical forms which were in 
use in the seventeenth century .• 
80. Bach's compositions include 
suites, partitas, chorales, or-
gan preludes, toccatas and fan-
tasies, preludes and fugues, 
sacred and secular cantatas, 
Passions according to St, John 
and St .. Matthew, and the B Minor 
Mass • ..•......•.••.....•.•...... 
81. The Polyphonic period closed 
with Bach's works and its place 
was taken by homophony ......••.. 
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2.1 
2.0 
1.8 
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**1.8 
1.8 
1.6 
1.7 
*1.6 
Table 1. (continued) 
Item 
(1) 
D. The Baroque Period (1600-1750) 
82. The term Baroque defines a pe-
riod in which painting> archi-
tecture, and music are charac-
terized~ in general~ by a cer- . 
tain spirit of theatricalism, of 
grandiose concepts~ and by a ·c· 
rather heavy elaboration of de-
sign and magnificence of effect. 
83. Homophonic music deminated the 
17thcentury music .•...... ·~· ... 
84. During the 17th century musical 
form evolved from folk and pop-
ular music ......••...•.......• ~ .. 
85. The strolling musicians or min-
strels (the Troubadours, Trou-
veres, Minnesingers, and Meister 
singers) contributed much to 
free music from the restrictions 
of polyphony •••.•......•....•... 
86. Three large vocal forms came 
into being during this period: 
they are the opera, oratorio, 
and cantata .....••...•..•....... 
87. Opera emerged as an art form 
from the experience of a group 
in Florence, Italy, called the 
Camerata. Their purpose was to 
revive the art of Greek tragedy. 
But the result of their activi-
ties was the emergence of a new 
concept in music: opera and 
.dramatic music .. ............... . 
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1.8 
2.2 
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Table 1. (continued) 
Item 
(1) 
88. The work and experimentation of 
the Camerata stimulated monody, 
solo melody with chordal accom-
paniment ..••••..••.•. ~ ...••..•.. 
89. The Oratorio is a dramatic pro-
duction on a large scale, deal-
ing with a Biblical subject and 
produced without staging, cos-
tuming, or scenery •.• :·········· 
90. The oratorio makes use of a nar-
rator, vocal soloists, chorus,·. 
and orchestra .•.•...•.•..•..•••.• 
91. The forms used in oratorio are 
the overture, aria; recitative, · 
and diverse choral ensembles •... 
92. The cantata is similar to the 
oratorio, except that it is a 
short lyric form. It deals with 
varied subject matter, either 
religious or s~cular ..••.••.. ~ .. 
93. Recitative is a style of dra-
matic declaration. It follows 
the free.rhythms of prose text; 
its melodic line, although of 
definite pitch, and its accom-
paniment, are of secondary im-
portance •...•..•.•.•..•......... 
94. The ari~so is a form nf vocal 
solo partaking of both the na-
ture of a recitative and an aria 
in opera. It represents a 
fusion of both ••.•••. ~ .••.••.... 
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Tabte 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
95. The solo song is a homophonic 
vocal composition with accompa.ni 
ment supplied by a keyboard in-
strument or orchestra, It is 
called an aria in the opera..... 1.7 
96. The Italian overture consists of 
three movements: the first is 
fast in canzona style; the 
second is slow and usually 
chordal in style; the third is 
again fast and usually fugal and 
dance-1 ike ••....•..•••.•..•.•...• 
97. The French overture consists of 
three movements: the first is 
in a slow, stately style; the· 
second is fast, lively, and 
fugal; the third, not always 
used, returns to the plan bf the 
first ........... ·· .............. . 
98. Ballet was introduced first in 
the Burgundian and Fre~c~.c9~rts 
of the 15th century ..•...••...•. 
99. Lully introduced ballet into his 
operas and called them opera-
ballets •....•.•.••••...•..•..•.. 
100. Comic opera in Italy is called 
opera buffa. Its origin was in 
comic intermezzi, interpolated 
between scenes of serious opera. 
101. French opera-comique originated 
in the early 18th century as a 
farce and satire_on serio~s 
opera •.....•.......•........•... 
2.2 
2.2 
1.8 
*2.6 
2.1 
2.2 
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Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
102. Ballad opera is an English 
counterpart of comic opera...... 2.1 
103. The singspci.el is a term that de-
~ines in Germany drama with 
music. It was at first used for 
eerious and comic opera alike. 
Later it came to designate comic 
opera •. _ .............. -·· .. ~ ......... . 
104. The dance suite . began to be 
written around the middle of tne 
17th century, evolving from. folk 
dances . ....... ~ ................ . 
105. The four standard dances of the 
suite.are the allemancie,. cou-· 
rante~ sarabande, and gigue ..•.. 
106. Other folk dances, often in• 
cluded. in the suite, are the.. . . 
gavotte and bourree .••.•.•...... 
107. Keyboard music employed various 
forms such as the partita, .cha~ . 
conne, passaciglia, toccita, 
prelude, and fantasia .••.•••.•.. 
108. In the early Baroque period the. 
term nsonata11 was used to define 
a piece that was to be played by 
an instrument rather than to be 
sung. No clear or consistent 
structural principles were es-
tablished or defined by the use 
of this term during this period. 
2.3 
**2.2 
**2.2 
*2.4 
*2.8 
**2.4 
(continued on next page) 
Jury 
Number 2: 
Music 
Directors 
(3) 
**2.2 
2.4 
1.8 
1.8 
2.0 
2.4 
2.0 
59 
Jury 
Number 3: 
Professors 
of Music 
Education 
(4) 
*2.6 
2.5 
**1.8 
**1.9 
*1.9 
*2.3 
*2.0 
Table 1. (continued) 
Item 
_(1) 
109. Conventional thematic material 
is not present in the baroque 
sonata ..•.........•............. 
110. The movements of the baroque 
sonata are in binary form, sim-
ilar to the dance suite forms ..• 
111. The "sonata da camera11 (the 
chamber sonata) is a suite of 
dance tunes •.•..•.•....••.....•. 
112. The church sonata, 11sonata da 
chiesa, 11 is the forerunner of 
the classic sonata of Haydn and 
Mozart ....•....•. ~ .••........... 
113. The concerto grosso is the.most 
important orchestral form of the 
Baroque period ............... ··• ... . 
114. The harpsichords aud.c.lavichords 
were forerunners of the piano ... 
115. George Frederick Handel was the 
most important composer of ora-
torio during the Baroque period. 
116. Jean Baptiste Lully. contributed 
much to the development of 
French music ..••.•.......•..•...... 
117. Claudio MOnteverdi had a wide 
and direct influence on-the de-
velopment of the orchestra 
technique .•.•••....••......•.••.• 
Jury 
Number 1: 
General 
Educators 
_(_2} 
2.9 
**2.8 
2.8 
2.6 
*2.6 
*1.8 
1.7 
2.2 
2.2 
(continued on next page) 
.Jury 
Number 2: 
Music 
Directors 
{3)_ 
2.7 
2.6 
2.5 
2.6 
2.0 
1.3 
*1.5 
2.2 
2.0 
51 
Jury 
Number 3: 
Professors 
of Music 
Education 
_(4} 
**2.6 
**2.6 
2.6 
2.6 
*1.8 
*1.3 
*1.2 
2.2 
2.3 
Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
118. Henry Purcell was a composer of 
the English school of operas, 
masques, 'and sonatas . . • . • • • . • . . 2. 2 
119. Arcangelo Corelli wrote violin 
sonatas of great beauty and 
technical freedom.............. 2.3 
120. Domenico Scarlatti wrote de-
lightful music for the harpsi-
chord . .............................. . 
121. Antonio Vivaldi wrote violin 
sonatas ..••..•...••..•.....•... 
E. The Classical Period (1750-1820) 
122. Objectivity on the part of the 
artist towards his music is-a. 
major characteristic of the 
Classical period ...•.•...••••.. 
123. Emotional restraint is a 
marked tenet of the cfassical ' 
composer •..•..••...... : •....•... 
124. The classical spirit is more 
clearly manifest in instrumen-
tal music than it is in opera 
and other dramatic forms, .. 
during this period ...•.•.•..•.• 
125. The clarification of form is a 
major characteristic.of the 
classical period ••.••••.••.•... 
2.3 
2.3 
1.9 
2.0 
1.8 
2.0 
(continued on next page) 
Jury 
Number 2~ 
Music 
Directors 
(3) 
2.0 
2.0 
2.0 
**2.1 
1.8 
1.9 
**2.0 
**1.9 
52 
Jury 
Number 3: 
Professors 
of Music 
·Education 
(4) 
2.2 
2.3 
2.2 
2.4 
1.7 
**1.6 
1.6 
**1.6 
Table 1. (continued) 
Item 
(1) 
126. The melodic form is individual 
and has a compact character, 
and it is often folk-like in 
its clarity and simplicity ..... 
127. Melodic form replaces the long 
lines and figuration styles of 
baroque music ................••. 
128. Distinct thematic material 
gives homophonic style a de-. 
cided precedence over poly-
phonic style. Counterpoint is 
still employed, but it is of 
secondary importance ..•....•... 
129. The classical masters paid con-
siderable attention to dynamic 
shading in their music ...••..•. 
130. In classical music, harmony 
showed a remarkable simplicity 
until the time of Beethoven .... 
131. Phrases developed a clarity and 
were shorter and more regular 
than those of the Baroque 
period ..... ....................... . 
132. The most significant structural 
principle evolved and estab-
lished in this Classical period 
is the sonata form ..•..•....... 
Jury 
Number 1~ 
General 
Educators 
(2) 
2.0 
**2.6 
*2.7 
2.2 
2.0 
**2.6 
1.9 
(continued on next page) 
Jury 
Number 2: 
Music 
Directors 
_(3}_ 
2.2 
2.2 
2.2 
2.2 
1.9 
2.3 
1.6 
53 
Jury 
Number 3: 
Professors 
of Music 
Education 
_(4} 
2.1 
2.4 
*2.2 
2.1 
1.9 
~2.2 
**1.5 
Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
133. The sonata form is the basis 
for nearly all instrumental 
music of the period: the sym-
phony, the concerto, chamber_ 
music~ and the keyboard sonata. **1.7 
134. The first mo""?"ement of the clas-
sical sonata usually follows a. 
basic structural plan known as 
a sonata-allegro form, which 
consists of three principal 
sections: exposition, develop-
ment, and recapitulation ••...•. 
135. The second movement of the 
sonata is in slow tempo .••.•.•• 
136. ~variety of structural plans 
are employed for the second 
movement of the sonata: for 
exampleJ the first rondo; song 
forms; variations, sonata-
allegro form, and sonatina 
form . ....•.••.................. 
137. The third movement of the so-
nata is the minuet, called a 
song form with trio. In the 
Classical period this movement 
was optional. It was used in 
all four-movement symphonies, 
quartets, and in relatively few 
keyboard sonatas. It was 
omitted in three-movement sym-
ponies and sonatas ...•.•....... 
2.0 
2.0 
2.3 
2.0 
(continued on next page) 
Jury 
Number 2: 
Music 
Dir~!ctors 
_(3_1 
1.4 
1.7 
1.7 
2.0 
1.8 
54 
.Jury 
Number 3: 
Professors 
of Music 
Education 
_(4) 
*1.2 
*1.5 
1.7 
2.0 
1.8 
Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) ~l 
138. The song form with trio is in 
moderate or fast tempo, in 
three-four time................ **2.4 
139. The fourth movement of the so-
nata form is in a lively tempo 
(allegro or presto) •..•..•...• ~ 2.0 
140. The structure of the fourth 
movement of the sonata form 
varies: it is often in either 
first, second, or third rondo 
form. Sometimes it is in 
sonata-allegro form ........• : .. 
141. Carl Philipp Emanuel Bach, the 
son of Johann Sebastian Bach; 
contributed to the early de-
velopment o£ the sonata .....••• 
142. The greatest single contribu-
tion of this period was the 
symphony. ~ .••••.••••..•.•.•.. ~ .• 
143. The term 11 sin£onia, 11 from which 
the symphony was derived, ap-
plied to various forms of in-
strumental music in the 17th 
century .••. ~ .•.•...••..•.•...•. 
144. From the Italian overture, the 
basic movements of the sym-
phony were derived: fast, 
slow, £as t •..•.•....•••...•.. ; . 
145. Haydn added the minuet between 
the second and last movements 
of the symphony ......•••.... ~·· 
2.4 
2.2 
1.6 
2.2 
*l. 9 
2.0 
(continued on next page) 
Jury 
Number 2: 
Music 
Directors 
_f3_l 
1.9 
1.8 
2.0 
2.3 
**1.5 
2.5 
2.3 
2.2 
55 
.Jury 
Number 3: 
Professors 
of Music 
·Education 
_f4_l 
2.2 
**1.8 
**2.0 
2.4 
**1.2 
2.5 
2.1 
2.0 
Table 1. (continued) 
I 
Item 
(1) 
146. Form of the symphony became 
conventionalized with standard 
relationship of thematic mate- . 
rial and keys •........•...•.... 
147. Franz Joseph Haydn exemplified 
the classical ideals in his . 
mus ~c •••••••••••••••••••• · •••••• 
148. Wolfgang MOzart was a classi-
cist in his musical composi-
tion . ........................... , .. 
149. Ludwig van Beethoven. was a 
master of the classical sym-
phony in his early career .••... 
150. Haydn'~ themes are lively, 
folk-like in s.tyle, cheerful, 
and robust ..•....•.•...•....... 
151. The phraseology in Haydn's 
music is marked and clear ..... . 
152. Haydn's melody and harmony are 
usually simple and clear •••••.. 
153. MOzart's themes are subtle, and 
ate quite unlike. folkbnusic .••. 
154. MOzart inclined towards 
chromaticism in his work ...... . 
155. The phraseology_of Mozart's 
music is irregular and ex-
tended . .......................... . 
Jury 
Number 1: 
General 
Educators 
(2) 
2 .. 3 
1.8 
1.8 
1.6 
1.7 
2.0 
*1.8 
1.9 
2.3 
2.4 
(continued on next page) 
Jury 
Number 2: 
Music 
Directors 
(3) 
2.2 
**1.7 
1.6 
1.6 
1.6 
2.2 
**2.2 
2.1 
2.4 
2.4 
56 
Jury 
Number 3: 
Professors 
of Music 
Education 
(4) 
**2.0 
*1.3 
*1.4 
1.4 
1.7 
2.2 
1.9 
2.0 
2.5 
2.6 
) ',: 
Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
156. MOzart expressed great refine-
ment in his music ..•.. ~ • . . . . . . . 2. 0 
157. The classical concerto is a 
three-movement form............ 2.0 
158. Concertos are orchestral works 
with one or more threads of 
solo music interwoven into 
their texture •...• ~ ...•......•. 
159. Small orchestral fo~ used in 
this period were the serenade 
and divertim~nto, names that 
apparently were used inter-
changeably •.•....•..•...••••••• 
160. The string quartet dev.eloped 
during this time ...••... , ••.•.. 
161. MOzart wrote great .operas in 
the classical period. His 
operas are the only ones from 
that period that are in the 
standard repertory today.~····· 
162. Haydn was the important classi-
cal composer of oratorios ....•. 
163, Haydn wrote church music: 
masses, offertories, motets, 
and other miscellaneous reli~ 
gious choral mus~c ...••...•.•.. 
164. MOzart wrote church music: 
masses, a.Requiem Mass, lit-
anies, vespers, and motets ..••. 
**1.7 
~.4 
1.9 
1.5 
1.7 
**1.8 
1.7 
· (continued on next page) 
Jury 
Number 2: 
Music 
Directors 
(3) 
**2.0 
1.8 
**1.4 
2.4 
1.6 
**1.6 
1.7 
2.1 
2.0 
57 
Jury 
Number 3: 
Professors 
of Music 
Education 
(4) 
1.8 
1.7 
*1.2 
2.4 
*1.4 
1.3 
1.6 
2.1 
1.9 
Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
165. Christoph Willibald von Gluck, 
along with Mozart, represented 
the classical spirit in opera.. 2.0 
F The Romantic Period (1820-1900) 
166. The term "Romanticism" defines 
a period characterized by indi-
vidualism . .............. ~ •..... ,. . 
167. Emotionalism in ~usic is a 
characteristic of this period .. 
168. Subjectivity on the part of the 
composer is marked. in. this 
period ....•.•..........•.... ; •. 
169 .. The favorite subjects of.the. 
composers of this period were 
drawn from ancient and medi-
aeval times, from the super-
natural, the weird, and the 
mystic,. and from nationalism ... 
170. Individualism is manifest in 
the great diversity of styles 
of individual composers .••••••• 
171. Emotional expression in terms 
of personal feeling and senti-
mentality are everywhere pres-
ent in the works of various 
composers . .................... . 
1.6 
1.8 
2.0 
2.0 
2.2 
2.0 
(continued on next page) 
Jury 
Number 2: 
Music 
Directors 
(3) 
2.2 
1.4 
1.6 
1.8 
1.8 
**2.2 
1.9 
58 
Jury 
Number 3: 
Professors 
of Music 
·Education 
(4) 
2.0 
*1.3 
*1.4 
1.9 
1.7 
**1.8 
**1.6 
Table 1. (continued) 
Item 
(1) 
172. Nationalism is a marked charac-
teristic. of this period, as 
countries fostered their own .. 
styles centered around folk 
mus ~c •••••••••••.••••••..•.•..• 
173. The 19th century was dominated 
by four principal media: the 
piano, orchestra, solo. song 
with piano. accompaniment,. and 
opera •............... ., ........ . 
174. Romantic melody is character- .. 
ized by warmth of personal feel 
ing. It is less regular in 
phraseology than.classical 
melody .•••••••.. · ••.••••..•.• ; •• 
175. The harmonic idiom expands into 
new chords and new chord pro-
gressions. There is a greater 
use of chromaticism and altered 
Jury 
Number 1: 
General 
Educators 
(2) . 
*1.8 
1.8 
2.0 
chords • • . • . . . • • • • • • • • . • • • • •. . • . . **2 . 6 
176! Modulation is used more· for its 
own effect than as a function 
to get .from one key to another. 2.5 
177. The basic concept of key feel-
ing was still intact in the 
19th century, but there was 
more tonal obscurity, fluid 
modulations dimming the key 
feeling of whole passages •.••.. 
178. Counterpoint was seldom used, 
other than in a very secondary 
*3.0 
role •..•.•••.••.• , . . . . . . • . • . • . • **2. 7 
(continued on next page) 
Jury 
Number 2: 
Music 
Directors 
(3) 
**1.5 
**1.7 
2.0 
2.3 
2.3 
2.5 
2.4 
59 
Jury 
Number 3: 
Professors 
of Music 
Education 
(4) 
*1.2 
*1.4 
1.7 
*2.1 
2.5 
*2.5 
*2.3 
Table 1. (continued) 
Item 
_(_ll 
179. The classical sonata form in 
piano music was replaced by 
various free forms such as the 
romanza, fantasy, arabesque, 
nocturne, and'the ballad, and 
by other types of descriptive 
pieces . ..... ., .................. . 
180. New stylized dances of this 
period were the waltz, mazurka~ 
and polonaise •..•••...••••.•••.. 
181. Romantic composers expanded the 
classical symphony with new 
freedom of expression. They 
retained the broad outlines of 
the classical symphonic struc-
ture, but handled the thematic 
material much more freely •..• ~. 
182. The romantic concert overture 
is usually of modified sonata-
allegro form, with more struc-
tural definitude than the sym-
phonic poem. It is dramatic or 
descriptive in nature •.. ~······ 
183. Ludwig van Beethoven, in the 
middle and late periods of his 
life, was a romantic in his 
work. He broke the confines 
and the artificial restraints 
of classicism ..••..•••.•....... 
Jury 
Number 1: 
General 
Educators 
(2) _ 
*2.6 
*2.0 
2.4 
*2.6 
1.9 
(continued on next page) 
Jury 
Number 2: 
Music 
Directors 
(3) 
2.0 
1.6 
**2.2 
2.2 
1.8 
60 
Jury 
Number 3: 
Professors 
of Music 
Education 
(4) 
*1.8 
**1. 7 
*1.8 
*2.0 
**1.4 
'· 
Table 1. (continued) 
Item 
(1) 
184. Beethoven was a great master of 
thematic material. He employed 
two broad types of melody, the 
short motival,first themes in 
sonatas and symphonies; and the 
Jury 
Number 1: 
General 
Educators 
(2) 
beautiful cantabile melody..... 1.9 
185. The sonata form was varied by 
Beethoven. He sometimes used 
variation form as an opening 
movement or free fantasy. He 
replaced the third movement 
minuet with a scherzo. He 
varied the number and type of 
movements in his later works ... **2.4 
186. The principal orchestral works 
of Beethoven are nine sym-
phonies, the Leonore and Corio-
lanus Overtures, and the Pro-
metheus ballet music .•.••..•.•• 
187. The great vocal works of Bee-
thoven are the opera "ll'idelio, 11 
the oratorio Christus am 01-
berg, and the Missa Solemnis 
in D ........................... . 
188. Beethoven wrote for the piano, 
violin sonatas, string trios, 
and string quartets ..••••..•••. 
189. In the 19th century Italian 
opera flourished; it was dom-
inated by the works of Rossini, 
Bellini, Donizetti, and Verdi .. 
L8 
1.9 
1.9 
1.7 
(continued on next page) 
Jury 
Number 2: 
Music 
Directors 
(3) 
2.0 
2.1 
**1;9 
2.2 
1.9 
1.5 
61 
Jury 
Number 3: 
Professors 
of Music 
Education 
(4) 
1.8 
*2.0 
**1.5 
2.0 
1.8 
1.6 
f., 
Table 1. (continued) 
Item 
(1) 
190. French grand opera of this pe-
riod is grandiose and dramatic. 
191. Giacomo Meyerbeer, Charles 
Gounod, and Jules Massenet were 
famous writers of this dramatic 
type . .......................... . 
192. Opera Comique developed into an 
operetta kind of entertainment. 
193. Georges Bizet, Caesar Franck, 
Jacques Offenbach, Camille 
Saint-Saens were important 
French composers of the last .. 
half of the 19th century .. ; ...• 
194. The most important figure in 
19th century opera was Richard 
Wagrier . ........... , ...•.•..•••.•.. 
195. Wagner achieved a fusion of the 
arts in his music dramas. 
MUsic, poetry, and stagecraft 
were fused to form a. new dra-
matic ·whole .••....•.••.....•.•. 
196. Wagner wrote his own libretti •. 
197. Three fundamental bases of Wag-
ner's libretti are (1) German 
folk lore, myth0logy, and leg-
end; (2) romantic mysticism, 
the supernatural, and the medi-
aeval; and (3) the idea of re-
demption, often associated with 
some religious implications .... 
Jury 
Number 1: 
General 
Educators 
(2) 
2.0 
2.0 
2.3 
*2.0 
1.5 
1.6 
2.1 
2.0 
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Jury 
Number 2: 
Music 
Directors 
(3) 
2.2 
2.0 
2.0 
1.6 
**1.4 
1.4 
**2.1 
**2.0 
62 
Jury 
Number 3: 
Professors 
of Music 
·Education 
(4) 
2.1 
2.0 
2.3 
1.8 
**1.2 
1.4 
*1.7 
**1.7 
Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
'198. He used leitmotifs throughout 
his operas. These thematic 
ideas are connected with a par-
ticular person, idea, situation 
or modd, and they are variable 
according to the dramatic re-
quirement of the. moment......... *2.6 
199. Program music was more impor-
tant in this period than in any 
other period in the history of 
music .....•••••...•.•.......... 
200. In program music the composer 
attempted to tell a story or 
convey a pictorial impression 
or description to the listener, 
by means of his music ~ .•....••.. 
201. The chief exponent of the pro-
gram symphony was Rector 
Berlioz ••••....•.••.•...•..•... 
202. The symphonic suite consists of 
several movements of a related 
programmatic nature, but it is 
descriptive rather than narra-
ti ve ......... ~ ........................ . 
203. The symphonic poem was origi-
nated by Franz Liszt •..•.•.•... 
204. A symphonic poem is a large 
free form in one movement. It 
is programmatic, and is on 
either a narrative, pictorial, 
or descriptive basis ...•..•••.. 
*2.2 
*1.8 
2.0 
2.3 
1.9 
2 .• 0 
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Directors 
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**2.0 
1.6 
1.3 
1.9 
2.0 
1.8 
*1.8 
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Number 3: 
Professors 
of Music 
·Education 
(4)· 
*1.6 
*1.4 
*1.2 
2.0 
**2.0 
1.8 
*1.4 
Table 1. (continued) 
Item 
(1) 
205. Frederic Chopin was one of the 
world's greatest composers of 
piano music ••.•.•..•....•••••.. 
206. Felix Mendelssohn was the 
greatest composer of oratorio 
-during the 19th century. He 
also wrote piano and choral 
music and symphonies .•....•.••. 
207. Franz Schubert was a writer of 
symphoniesl piano music, and 
Jury 
Number 1: 
General 
Educators 
(2) 
**1.4 
1.6 
songs . . . . . . . . .. . . . . . . . . . . . . . . . .. . **1. 6 
208. Robert Schumann was a noted com 
poser of the symphony, song, 
and piano music ............. ;.. **l. 7 
209. Franz Liszt was noted as a 
pianist and as a writer of the 
symphonic poem. . . . . . • . . . . . . . . . . 1. 6 
210. Johannes Brahms was noted for 
his songs, symphonies, chamber 
music, choral, and piano works. **1.6 
211. The accompanied art song was 
one of the most significant 
developments of the 19th 
century ........................ . 
212. Germany contributed most to the 
development of the art song, or 
lied (German art song) •.•.•.... 
213. Franz Schubert was the greatest 
master of the art song ..••••••. 
*2.2 
*2.2 
*1.8 
(continued on next page) 
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Directors 
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1.2 
1.4 
1.3 
1.3 
1.4 
1.2 
1.5 
1.6 
1.3 
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Jury 
Number 3: 
Professors 
of Music 
Education 
(4) 
**1.2 
1.6 
1.4 
1.5 
1.4 
1.4 
*1.5 
*1.7 
*1.4 
{r.. t/, 
• 
Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
214. Art songs were often composed 
to the verses of one poet. 
Such groups were called song 
cycles ..••..•..•...... ·. . . . • . . . . *2. 3 
215. A strophic song is one in which 
the same music is used for each 
stanza ... ,. ..................... . 
216. A through composed song is one 
in which the music changes· with 
each stanza ....••............... 
217. The through compo·sed song plan 
is used more extensively than 
the strophic in song literature 
218. French song composers contrib-
uted much to song literature 
during this period ..•.•.••.•••. 
219. The Viennese waltzes of Johann 
Strauss were composed in the 
19th century ..••.•.•••...•.•••. 
220. The chief contribution of 
France in the 19th century was 
opera ........ ...................... . 
221. The principal contributors to 
symphonic literature in the Ro-
mantic period came from Germany 
222. In the second half of the Ro-
mantic period, France began to 
contribute much to the enormous 
literature of the time ....••••. 
*2.6 
*2.6 
2.7 
2.5 
1.8 
2.0 
2.0 
2.2 
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Directors 
1.9 
2.2 
2.2 
2.5 
2.4 
1.5 
2.2 
2,1 
**2.4 
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of Music 
Education 
2.0 
*2.2 
**2.2 
**2.4 
2.5 
1.6 
2.2 
2.0 
2.2 
Table 1. (continued) 
Item 
(1) 
223. Peter Ilych Tschaikovsky was a 
great' Russian composer, famous 
for his operas, symphonies·, and 
Jury 
Number 1: 
General 
Educators 
(2) 
songs . ...... ~ .•.. ~ ·· ........ , ~ ~ . .. . . **1. 6 
224. Russian music flourished at 
this time, stimulated by the 
spirit of nationalism fostered 
by Nicolai Rimsky-Korsakov, 
MOdest Petrovitch Moussorgsky, 
and Alexander Borodin in their 
works . ......•........ " . f •. ~ •.• , • " 
225, Many piano and violin sonatas, 
string trios, and string quar-
tets are products of the Roman-
1,8 
tic period ...•.....•...••..• •.. **2 .2 
226. Edward Grieg represented Norway 
in this era .. , ••.•. , ~ •• , • , , . , , , **1. 7 
227, Grieg showed an intense spirit 
of nationalism in his works .... **1.8 
228. 
. ~ . . 
Antonin Dvorak portrayed Bo-
hemian nationalism in his works 
during this period •...••.•••.... 
229. Richard Strauss created sym-
phonic poems, operas, and songs 
G. Modern Music (1880-1956) 
230. The modern spirit in music is 
represented by a return to ob-
jectivity and the principles 
of classicism .•...••....•••••.. 
**1.8 
1.7 
1.8 
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1.2 
1.6 
*2.0 
1.4 
1.5 
1.5 
1.5 
1.8 
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of Music 
Education 
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1.4 
1.5 
2.4 
1.5 
**1.6 
*1.4 
1.5 
1.8 
Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
231. In the modern period, reaction 
against the dominant German ro-
mantic traditions are manifest 
by the development of national~ 
ism and nationalistic styles in 
other European countries....... 2.0 
232. The French school of impres-
sionism is a reaction against 
the German Romantic school..... 2.2 
233. One of the most important pio-
neer composers of this period 
is Igor Stravinsky............. 1.6 
234. The term "neoromatieism~1 in 
IIlOdern.ism is applied to the· ,. 
continuance of German romantic 
traditions ...•.•....•..•....... 
235. The principal composers of the 
necromantic group are Gustav 
Mahler, Anton Bruckner, and, in 
some respects, Jean .Sibelius ..• 
236. Impressionism developed in the 
arts in the last half of the 
19th century. This movement 
carried over into music in the 
hands of Claude Debussy .•.•.... 
237. Impressionistic music has re-
finement, delicacy, vagueness, 
and an overall shimmering at-
mosphere ....... ~ ................. . 
2.5 
2.2 
*2.2 
*2.0 
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2.2 
2.1 
1.6 
2.5 
2.1 
1.6 
1.6 
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of Music 
.Education 
2.1 
2.1 
1.4 
2.5 
2.1 
*1.4 
~1.4 
I 
Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(l) (2) 
238. Claude Debussy wrote piano 
music, orchestral works, tone 
poe~s, impressionistic suites~ 
songs, and one opera, 11Pelleas 
and Melisande. 11 • • • • • • • • • • • • • • • • 1. 8. 
239. The term "expressionism" means 
the expression of the inner 
self, as opposed to impres-
sionism as an expression of . _ . 
external things •• , ............. . 
240. Arnold Schoenberg was an expo-
nent of expressionism ~n.his 
mUSl.C ................... • ... · • • • · 
241. Native American jazz has had·an 
intense effect on serious 
music. This effect is seen in 
. -
instrumentation, certain har-
monic devices, rhythmic styles, 
and the use of the blues ...... . 
242. The development of jazz has 
passed through several stages 
of evolution from ragtime, to 
the blues, up until the 
present-day Jazz ..•••......•... 
243. Ballet grew tremendously during 
the 20th century, influenced by 
Diaghilev and Stravinsky ...•... 
2.0 
2.2 
*1.4 
*1.7 
2.0 
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Directors 
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1.5 
1.9 
2.0 
1.1 
1.2 
**1.8 
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of Music 
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1.8 
1.7 
1.9 
1.3 
*1.3 
*1.5 
I 
Table 1. (continued) 
Item 
(1) 
244. A 20th century feature is. 
mult~tonality, which is the use 
of numerous remotely relat~d 
keys, introduced one after 
another with daring modula-
tions, or even without any mod-
ulation .... ~ .•...........•..... 
245. The whole-tone scale is a scale 
of s~ tones within an octave. 
Debussy was the principal com-
poser to feature this device ... 
246.·An innovation of the 20th cen-
tury is the use of two or ~re. 
keys simultaneously. This is 
Jury 
Number 1: 
General 
Educators 
(2) 
2.3 
2.2 
called polytonality .....•... ;.. 2.2 
247. Atonality implies a complete 
negation of an¥ implication of 
key feeling •..•...•....•....... **2.6 
248. Modern rhythms are more com-
plex, have a greater varieity 
of rhythmic patterns, and 
greater elasticity of rhythm ... 
249. A significant development of .. 
the 20th century is a return of 
interest in polyphonic writing, 
subject, of course, to the har-
monic and melodic concepts o£ 
the 20th century ..•.•......•.•. 
250. MOdern harmony makes an· exten-
2.0 
2.2 
sive use of sharp dissonance ... **1.9 
(continued on next page) 
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Directors 
(3) 
2.0 
**2.1 
**2.2 
**2.2 
1.8 
2.0 
1.6 
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of Music. 
Education 
(4) 
2.1 
*1.7 
*1.8 
*1.9 
1.8 
2.1 
1.7 
Table 1. (continued) 
Item 
(1) 
251. Time signatures such as five-
eight, seven-eight, and ten-
eight are common in modaEn 
mus ~c •••••.••• -. ••••.••••••••••• 
252. In the 20th century there is an 
attempt to return to the free 
nonmetric rhythms of plain song 
253. The most notable change of mel-
ody is towards extreme angular-
ity, which is the use of wide 
interval skips in the melodic 
1 ine . ...................... ~ .. . 
254. In this period no new forms 
have been developed; treatment 
of formal structure is free; 
formal structures show a ten-
dency towards simplicity and 
clarity .••..•.•.... , .••...• < •••• 
255. Maurice Ravel is one of the 
greatest orchestrators and 
French musicians of the 20th 
Jury 
Number 1: 
General 
Educators 
(2) 
2.3 
2.2 
2.4 
2.1 
century.. . • . • . • . . . . . . . . . . . . . . . . **2. 0 
256. Prominent French composers of 
the 1920's are Darius Milhaud, 
Arthur Honneger, and Eric 
Sa tie . ......................... . 
257. Alexander Scriabin, Serge Pro-
kofiev, and Dmitri Shostako-
vitch are modern Russian com-
posers . ........................ . 
2.0 
2.0 
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2.1 
2.3 
2.3 
2.2 
1.6 
2.0 
1.8 
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(4) 
**1.9 
2.1 
**2.1 
2.2 
1.7 
2.0 
**1.7 
Table 1. (continued) 
Item 
(1) 
258. Ralph Vaughan Williams is an 
important 20th century English 
Jury 
Number 1: 
General 
Educators 
(2) 
composer. , • • . • . . . . . . • . . • . • . . . . . **1. 9 
259. B'la Bart6k is a principal Hun-
garian composer. He was in-
fluenced in his work first by 
Brahms, then by impressiqnism, 
and later by Schoenberg, Stra-
vinsky, and the~folk music of 
his native land ....•......•••. ~ 
260. Twentieth century Spanish music 
is highly·colored by national 
style. It is basically roman-
tic, or impressionistic .•....•. 
261. Jean Sibelius is the most fa-
mous of Finnish composers. It 
can be said he is one of the 
really great composers of the 
20th century ....... : .•...... : .. . 
262. Important American composers of 
this century are Charles 
Loeffler, Frederick Converse, · 
Henry Hadley, Edward Burlingame 
Hill, Charles Ives, John Alden 
Carpenter, Walter Piston, 
Howard Hanson, Roger Sessions, 
and George Gershwin· .•.. • ••..... 
H. Structural Designs of Musical Com-
position 
263. Musical form has a history of 
structural evolution .. ~ .••..... 
1.9 
2.0 
*1.7 
1.6 
1.7 
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1.6 
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1.2 
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2.0 
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Number 3: 
Professors 
of Music 
Education 
(4) 
**1.6 
1.7 
2.0 
*1.3 
1.5 
2.0 
'/; 
Table 1. (continued) 
Item 
(1) 
264. Form in music is the result of 
an organization of the various 
musical ~aterials--rhyt~, mel-
ody, harmony. They are formed 
into patterns that follow '.one 
or the other in orderly succes-
sion, and in a series of like-
nesses and contrasts ...•....... 
265. Musical form represents the 
psychological nee,d of human _ . 
nature for evidence of uni-
formity and variety .•..•••..... 
266. Unity in cEeating musical forms 
is secured by the persistence 
of a given measure, by the reg-
ular occurrence of an accent or 
group of accents, and by the 
repetition--either e~act or 
suggestive--of musical ideas ... 
267. Variety in musical form is se-
cured by the alternation of 
contrasting ideas, or by the 
introduction of new details .... 
268. Sections of a composition in 
which a subject is definitely 
stated are called principal 
passages •.........•. , ... , .. ,., .. 
' 269. Sections which bridge over from 
one principal passage to 
another are called transitional 
passages •. , ...................• 
Jury 
Number 1: 
General 
Educators 
(2) 
1.9 
2.2 
1.9 
2.0 
2.0 
1.9 
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Number 2: 
Music 
Directors 
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1.7 
2.2 
2.0 
**1.9 
2.0 
2.0 
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Number 3: 
Professors 
of Music 
Education 
(4) 
**1.5 
2.2 
1.8 
**1.6 
1.9 
1.9 
Table 1. (continued) 
Item 
(f) 
270. A composition may have an in-
troduction and an ending, 
called the coda ••...•.....•.•.. 
271. Development sections are made 
up. of a varied treatment of the 
subjects in a composition and 
may include new materials that 
the composer may care to use ... 
272. The recapitulation is generally 
a recurrence of the exposition. 
It sometimes is a nearly exact 
reproduction of it; or some-
times it assumes the appearance 
of a new version of the exposi-
tion and becomes a more inde-
Jury 
Number 1: 
General 
Educators 
(2) 
1.9 
*2.4 
pendent part of the design .•... **2.3 
273. A subject is a musical idea 
which may be repeated or de-
veloped in the course of a comr 
position. The subject may be a 
complete idea, consisting of 
one or more periods; or it may 
be a mere fragment, such as a 
single motive .... :.·............ **2.0 
274. The form of a musical composi-
tion may range from that of a 
single sentence to an elaborate 
architectural structure com-
posed of figures, motives, 
phrases, periods, and divi-
sions, all arranged in ~ymmet-
rical and unified order •••••••. **2.2 
(~ontinued on next page) 
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1.7 
1.9 
**1.9 
1.6 
1.8 
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*1.5 
*1.6 
*1.6 
**1.6 
**1.9 
Table 1. (continued) 
Item 
(1) 
275. A musical composition is usu-
ally built around a central 
theme or subject, usually.accom 
panied by other lesser impor-
tant themes. It generally 
grows out of the way the com-
poser arranges these themes and 
modifies them·through the de-
vices of repetition, variation, 
Jury 
Number 1: 
General 
Educators 
and contrast. . . . • . . . • . • . . . . . . . • 1. 9 
276. When two or more figures· are 
connected to form a larger sec- ' 
tion of musical thought, the 
result is called a motive...... 2.1 
277. A musical figure when ~sed to 
build up a phrase, or a theme, 
or a long section of a develop-
ment, may be treated and varied 
in certain ways which do not 
prevent its remaining recogniz-
able in the musical design. 
These ways are by transposition 
expansion, contraction, augmen-
tation, repetition, omission, 
elaboration, simplification, 
ornamentation, rhythmic 
changes, and alteration ..•..... **2.5 
278. A musical phrase is formed by 
combining two or more motives .. **2.2 
279. A phrase is generally made up 
of four measures; however, in 
elaborate forms of composition. 
the phrase is freely contracted 
or expanded. ~ ••...........•.... *2.2 
(continued on next page) 
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1.6 **1.6 
2.0 211 
2.2 
1.9 2.0 
1.8 *1.6 
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Table 1. (continued) 
Item 
(1) 
280. Two or more phrases make a pe-
riod; two or more periods make 
a division; and divisions may 
combine to fo:nn parts or move-
ments •. " . .. _ ....... _ ............ ~ ... · · 
281. One part form (unary) uses but 
a single theme in an entire 
Jury 
Number 1: 
General 
Educators 
(2) 
2.2 
piece ....•••.... , . . . . . • . . • . . . . . . **2. 3 
282. Compositions in which two or 
more periods are combined are 
said to be in ~wng form ...•.... 
283. A composition in wh,ich only.two 
periods appear is called two-
part song form. It is also 
known as small two-part form1 
or binary form. It is desig-
nated as AB form •............•. 
284. A compqsftion of three periods 
in which the third period usu-
ally repeats, either closely or 
approximately, the material of 
the first period is called 
three-part song form, small 
three-part form, or ternary 
form. It is designated a~ ABA 
form .......................... . . 
285. Frequently the third part in 
ternary form uses so much new 
material that it could·be des-
ignated as ABC form ...•. r••·· •• 
2.2 
*2.4 
*2.4 
*2.6 
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**2.0 
2.0 
1.8 
1.8 
2.1 
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*1.8 
*1.7 
*1.7 
*1.6 
*1.6 
*2.0 
Table 1. (continued) 
286. 
Item 
I 
(1) I 
I Forms may be enla~ged by repe-
tition; development, and varia-
tion into four, five, or six-
part forms ... • .....•........•.... 
287. Large compositions are made 
from simple song forms by unit-
ing them in a. three-division 
cycle~ just ~s the single peri-
ods of a three-division song 
form are grouped. A song form 
with a trio is an example of 
this. It calls for a fi~st 
section complete in itself, a 
section called the trio, fol-
lowed by a repetition of the 
fir,st section ...•..••....... : .. 
288. The first movement of the so-
nata is built on the sonata al-
legro form. It is designed fn. 
the following manner: ; 
Sonata-Allegro Form 
Introduction (optional) 
I. Exposition 
(a) First subject, in tonic 
.key; 
(b) Transitional passage; 
(c) Second subject, in key 
of contrast. 
II. Development ~ 
III. Recapitulation 
(a) First subject, in tonic 
key; 
(b) Transitional passage; 
(c) Second subject, in 
tonic key. 
Coda (optional) 
Jury 
Number 1~ 
General 
Educators 
(2) 
*2.6 
*2.6 
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Directors 
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of Music 
Education 
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**2.2 
*2.2 
Table 1. (continued) 
Item 
(1) 
In the exposition, if the first 
subject is in a major key, the 
second will be in a dominant 
key. If the first is·· in a 
minor key, the second will be 
in its relative major ...•...••. 
289. The sonatina form (little so-
nata)·is made up of an exposi-
tion, followed immediately by 
Jury 
Number 1: 
General 
Educators 
(2) 
*2.4 
the recapitulation .•......•••.. **2.5 
290. There are three grades of the 
rondo-forms, distinguishe'd re-
spectively by the number of di-
gressions from the principal 
theme: · · · · 
The first rondo-form, with 
one digression or. subordinate 
theme, and one return to the 
principal theme; 
The second rondo-form, with 
two digressions and tWo re- i 
turns; ' 
The third rondo-form, with 
three digressions and three 
returns ... : .................... _ .. 
291. The aims of cornpo$ers outnumber 
the regular fundamental forms, 
and, therefore, modifications • 
of them are unavoidable in 
order to preserve the latitude 
which perfect freedom of ex-
pression demands ......•......•. 
2.7 
2.5 
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1.9 
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*1.9 
2.2 
**2.4 
2.3 
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Table 1. (continued) 
Item 
(1) 
I. The Orchestra and Its Instruments 
292. The beginning of the modern or-
chestra occurred in about the 
middle of the 16th century on a 
primitive basis. Its function 
was to supply an accompaniment, 
chordal in nature, for the 
operas or oratorios of that 
period .............. ~··· ............ . 
. . 
293. The 16th century orchestra·was 
made up of lutes, lyres, viols, 
and primitive wind instruments' 
led by a conductor playing the 
har~s-icho:td~ ..•......•..•••.... 
294. Claudio MOnteverde was the 
first composer bo write music 
specifically adapted to indi-
vidual musical instruments and 
the orchestra .•..•............. 
295. Bach and Handel used an orcheJs-
tra made up of a string choir, 
a brass section, made up of two 
trumpets and two French horns, 
two flutes, ·two oboes, and one 
or two bassoons, along with the 
harpsichord, lutes, and lyres. 
The clarinet, cello, and trom-
bone were riot used ........•••.. 
296. Gluck admitted the trombone to 
the orchestra, and the clari-
net. He filled out"the percus-
sion section with bass drum, 
side drum, cymbals, and tri-
angle ....•........•........•... 
Jury 
Number 1: 
General 
Educators 
(2) 
1.6 
1.8 
2.1 
2.0 
2.0 
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Table 1. (continued) 
< 
Item 
(1) 
I 
297. Haydn is called the father of 
the modern orchestra because he 
weeded out the undesirable an-
cient instruments; and he left 
the instrumentation which, with 
a few changes, became the or-
chestra that we use today ..•... 
298. The symphony orchestra of Haydn 
arid MOzart consisted of the 
string quartet, two trumpets, 
two horns, two flutes, two 
oboes, and two bassoons. MO-
zart also used clarinets in 
this type of orchestra. Haydn, 
however, did not use them until 
the later part of his life .. ; .. 
299. Beethoven used a wealth of or-
chestral tonal coloring in his 
music and deve&oped great com-
mand over it. He used the 
trombone, cello, the piccolo, 
and contrabassoon with great 
variety and effect. He also 
added the third and fourth 
harms to the orchestra •........ 
300. Weber and Meyerbeer were musi~ 
cal dramatists who explored the 
orchestra for dramatic effects. 
301. Schubert, Schumann, and Mendels 
sohn enriched the music of the 
orchestra with their musical 
ideas and exquisite workman-
ship ....•....•..•....•......•.. 
Jury 
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General 
Educators 
(2) 
1.6 
1.8 
1.8 
2.3 
2.2 
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Table 1. (continued) 
Item 
(1) 
302. Richard Wagner was a master of 
instrumental technique and the 
use of tonal color in writing 
for the orchestra •......•..•... 
303. Richard Wagner developed con-
summate skill in handling the 
br~sses. In his hands brass 
instruments came to maturity as 
members of the orchestra, rank-
ing with· its other choirs of 
strings and woodwinds .....•.... 
304. Hector Berlioz developed in-
strumental techniques that made 
the orchestra a great dramatic 
and emotional medium of musieal 
expression. He knew and under-
stood the capacities and limita 
tions of music instruments ..••. 
305. Debussy, in his writing for the 
orchestra, achieved sweeping 
dimensions of color and sonar-
ity. * ....................... ~ ••• 
306, Richard Strauss developed and 
explored the potentialities of 
the orchestra. He made fre-
quent use of the upper regis-
ters of music instruments and 
made an extension of technique 
in every voice. He employed 
many novel ways in which to 
play music instruments in his 
works . ....•....•................ 
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Education 
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1.9 1.7 2.0 
1.8 1.7 1.8 
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Jury 
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Item General 
Educators 
(1) (2) 
307. Composers of today are experi-
menting and seeking new avenues 
of tonal effeq.t................ 1.8 
308. The string choir is made up of 
the violin, viola, cello, and 
string bass •........•.•... ; . . . . *1.4 
309. The brass choir is made up of 
the trumpet, French horn, trom-
bone, and tuba................. *1.4 
310. The woodwind choir is made up 
of the piccolo, flute, clari-
net1 oboe, English horn, alto 
clarinet, bass .clarinet, bas-
soon, and contrabassoon ..... ; .. 
311. The percussion family of the 
orchestra is made up of the 
tympani, bass drum, snare drum, 
cymbals, celesta, chimes, tri-
angle, tambourine, wood-blocks, 
glochenspiel, orchestra bells, 
xylophone, and ·marimba ... : ... ' .• 
312. The violin1 viola, cello, and 
string bass descended from'the 
viol family of string instru-
ments . .................... , ... . 
313. The string choir is the nucleus 
around which the symphony or-. 
chestra is built ...•....•••.... 
*1.5 
*1.4 
1.6 
*1.5 
(continued on next page) 
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Jury 
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Jury 
Number 3: 
Music Professors 
Directors of Music 
Education 
(3) (4) 
1.6 1.6 
1.0 *1.0 
1.0 *1.0 
1.0 *1.0 
1.0 *1.0 
1.8 1.9 
1.1 *1.2 
J •' 
Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (21 
314. Great names, associated in the 
past, with the development and 
construction of the violin are 
Amati, Stradivarius, and Guar-
nerius. All were inhabitants 
of the town of Cremona in Italy 1.8 
315. The violin has a wealth of 
technique and effects, such as 
the tremolo, pizzicato. It can 
be muted; it can play two notes 
together; broken chords of four 
notes can be sounded. It can 
produce delicate harmonics. 
Notes can be played portamento 
and glissando·; or can be sepa-
rated by staccato or the bound~ 
ing bow called "spiccato. , .. 
316. The viola is similar in shape 
to the violin except that it is 
one fifth larger and has heav-
ier strings, and is tuned a 
fifth below it. It has a rich, 
brooding tone. It plays the 
third part in a string quartet. 
In the orchestra it is found 
playing mostly in four-part 
harmony with the first and sec-
ond violins -and the cellos. It 
is also used for special tone 
color or solo work •..•....•..•. 
*1.8 
1.7 
(continued on next page) 
Jury 
Number 2: 
Music 
Directors 
(3) 
1.8 
1.4 
1.4 
82 
Jury 
Number 3: 
Professors 
of Music 
·Education 
(4) 
1.8 
*1.4 
1.5 
Table 1. (continued) 
Item 
(1) 
317. The cello plays the. fourth part 
among the strings, both in the 
quartet and the orchestra, but 
may be used for a solo or obli-
gato passages. In solo execu-
tion, all technical points of 
the violin are practicabie on 
the cello, within certain.lim-
itations •. · .•.•. ~. + •.•.••••••••••• 
318. The contrabass is the largest 
of the bowed instruments. Its 
tone color is heavy,.gruff, and 
ponderous. It.plays the bass 
part in the orchestra, and also 
can play· solo. passages. . It 
Jury 
Number 1~ 
General 
Ed:ucators 
(2) 
1.7 
gives the bass .of the orchestra 
solidity and strength ...••..... **1.8 
319. The flute played a prominent 
part in the lives of the Egyp-
tians, Hebrews, and Greeks. In 
Greece, flute'playing contests 
were held as part of their 
athletic tournaments. . • . • • . . .. • . 1. 9 
320. Up until the 14th century flute~ 
were blown in two ways: one, 
across the.end, called a flag-
eolet, beak flute, .recorder, or 
English flute; the other, blown 
from the side, was calledthe 
transverse, or German flute, 
and this is the type of flute 
used today...................... 2.3 
(continued on next page) 
.Jury 
Number 2: 
Music 
Directors 
(3) 
1.5 
1.4 
1.6 
2.0 
83 
Jury 
Number 3: 
Professors 
of Music 
Education 
**1.5 
**1.5 
2.0 
2.2 
Table 1. (continued) 
Item 
(1) 
321. Theobald Boehm invented a key 
system for the flute that made 
it possible to play it very 
rapidly, and in any key. He 
also improved the intonation 
and tone quality of the flute 
by developing techniques to 
construct the instrument cor-
rec t ly . . , .. , . _ ... , .. ~ ...... # • .- ........ ~ 
322. The flute, in its low register, 
is soft and melancholy; in the 
middle register it is pecul-
iarly sweet and clear, the . 
voice liquid in quality; iri: its 
upper register it is brilliant 
and hard ••.....•• , •....•...•. ~ .. 
323. The flute is the most agile of 
the wind instruments, being 
surpassed only by the violin in 
technical capabilities •. ~······ 
324. The piccolo is a half-size 
flute and plays an octave above 
the flute, It has weak and 
hollow tones in its lower reg-
ister; in its second octave it 
is bright and joyous, while its 
upper notes are shrill and 
piercing in quality. It is 
used mainly for special effects 
in the orchestra~········~····· 
325. The woodwind group of instru-
ments, with the exception of 
the flute, derive their tone 
from the vibration of reeds ... ; 
Jury 
Number 1~ 
General 
Educators 
(2) 
2.3 
1.9 
1.8 
1.6 
1.4 
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Jury 
Number 2: 
Music 
Directors 
(3) 
2.2 
1.6 
1.6 
1.5 
1.4 
84 
Jury 
Number 3: 
Professors 
of Music 
Education 
(4) 
2.2 
1.7 
**1.5 
1.5 
1.4 
Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (i) 
326. Double reed instruments, called 
shawms, were brought into Eu-
rope by the Crusaders, who 
found the Saracens using them 
in their worship, in social and 
military activities. These in-
struments were the forerunners 
of the oboe, English horn; bas-
soon, and contrabassoon .•. w•··· 2.2 
327. The oboe has an incisive nasal 
tone of great beauty. Com-
posers use them to achieve many 
effects of tonal color. They 
are often used to suggest pas-
toral or oriental themes, and 
are adapted to legato and stac-
cato playing, .........•. ~ .•.... 
328. The English horn is an oboe, 
half as large again as the 
smaller instrument. Its tone 
quality is quieter and more 
solid than that of the oboe, 
being full, rich, and sonorous. 
329. The bassoon can secure laugh-
able and grotesque effects; it 
is also used as a harmony in-
strument of great color. In 
its lower register it is solemn 
grave, and foreboding; in its 
middle register it is weird and 
sepulchral in character; and 
its highest notes are dramatic 
and penetrating ..••....•..•.... 
1.6 
*1.7 
*1.7 
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1.4 
1.4 
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Professors 
of Music 
Education 
(4) 
2.2 
1.4 
**1.4 
**1.4 
Table 1. (continued) 
Item 
(1) 
330. The contra bassoon is the deep-
est instrument in the orchestra 
sounding an octave below the 
bassoon. It sounds like the 
tone of a deep-voiced organ 
p1pe •............. ,. ........ ·-···· 
331. The clarinet descended from the 
chalumeau, an instrument that 
was developed by the Greeks ..•. 
332. Hyacinthe Kluse applied the 
Boehm system of keys to the 
clarinet, giving it the flex-
ibility it has as a musical 
Jury 
Number 1: 
General 
Educators 
(2) 
*1.8 
.2.0 
instrument today............... 2.3 
333. The clarinet in its low regis .... 
ter, called the chalumeau, is 
sonorous and mellow. The midd~ 
register is clear, sweet, and· 
strong, penetrative and expres-
sive. The upper register is 
brilliant and is sometimes in~ 
clined to have a "reedy11 qual.:.. 
ity. It has tremendous agil-
ity, variety of tonal offering, 
limited mainly by the ability 
of the performer ........ _ .•.. ~.. *l. 9 
334. The alto clarinet is used 
mainly in the band, but is also 
used in the orchestra .......... **2.0 
(continued on next page) 
Jury 
Number 2: 
Music 
Directors 
(3) 
**1.4 
2.0 
2.3 
1.4 
1.8 
86 
Jury 
Number 3: 
Professors 
of Music 
Education 
(4) 
1.7 
2.3 
2.6 
*1.4 
*1.7 
Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
335. The bass clarinet is the·larg-
est and deepest sounding in-
strument of the clarinet fam-
ily. It sounds best when 
played in its lowest register.. *2.0 
336. Sax invented the saxophone. 
This instrument has gained 
slowly a foothold as a solo in-
strument. It is used in the 
band and dance orchestra for 
special effects, and as a solo 
instrument for particular oc-
casions in the symphony orches-
tra .. , ..........•............... 
337. In brass instruments, tone is 
produced by pressing the lips 
against a mouthpiece and blow-
ing through them. If the lips 
are stiffened, they will vi-
brate regularly and transmit 
their vibrations to the air 
column in the-tube, causing 
tone to be produced in the 
instrument •....•••..•........•. 
338. Animal horns) or hollowed-out 
pieces of wood, cupped at the 
small end, during the Stone 
Age, are thought to be the 
forerunners of the trumpet, 
cornet, horn, tuba,. and trom-
bone . ......................... . 
*1.7 
1.6 
2.0 
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1.5 
1.4 
1.4 
1.8 
87 
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Number 3: 
Professors 
of Music 
Education 
74Y 
*1.5 
*1.3 
1.4 
2.0 
Table 1. (continued) 
Item 
Jury 
Number 1: 
General 
Jury 
Number 2: 
Music 
Educators Directors 
(1) 
339. The tru~pet traces its ancestry 
to instruments used among the 
Chinese, Egyptians, Greeks, and 
Romans. For centuries it was a 
badge of royalty and could be 
used only by royalty. It has 
been present at all court func-
tions, celebrations of great 
martial victories, and impor-
tant affairs of state. Up to 
the time of the Stuarts, the 
trumpet was reserved to be used 
only for royal functions .....•. 
I 
340. Little is ~own of the cornet's 
early history; it is similar FO 
our military bugle and probably 
descended from such an instru-
ment,. ...................... ~ .... · .. 
341. The cornet is used in the band 
and rarely in the orchestra. 
The trumpet is used in the sym-
phony orchestra as the soprano 
instrument of the brass sec-
(2) 
2.0 
*2.3 
tion ... , ...• ,,,, ....•... , ...• :,. **1.8 
342. Until the beginning of the 19th 
century brass instruments, such 
as the trumpet, were played , 
like the military bugle of t.o-
day. Bugle calls are limited 
to five or six notes of good 
quality; other notes are pos-
sible but are difficult to. 
play. Consequently, the ear-
lier composers wrote chords 
(continued on:next page) 
(3) 
1.8 
**1.9 
1.4 
88 
.Jury 
Number 3: 
Professors 
of Music 
. Education · 
(4) 
2.0 
2.2 
**1.5 
Table 1. (continued) 
Item 
(1) 
based on the tonic and dominant 
chords for brass instruments to 
play .••.•. ~ ................... . 
343. Piston valves were invented in 
1815 and rotary valves in 1829. 
They completely revolutionized 
the possibilities of the brass 
Jury 
Number 1: 
General 
Educators 
(2) 
2.0 
choir in the orchestra •..•..... **2.3 
344. Crooks were used to change the 
keys of brass instruments up 
until 7 and during, the time of 
Wagner. The invention of pis-
ton valves for these instru-
ments made it possible .to play 
them chromatically in any key 
within their individual ranges. 
This gave composers instruments 
of great flexibility and musi-
cal resources which Wagner and 
Berlioz used to excellent ad-
vantage ............ · .......... :. **2. 4 
345. The trumpet plays with a bold, 
clear, sharp·tone; the cornet 
has a soft, mellow, broad tone. 1.6 
346. The French horn started out as 
a hunting horn. It was used 
for this purpose by the French 
King Louis XI and his succes-
sors. Because it met with such 
favor in France, it was even-
tually called the French horn.. 1.8 
(continued on next page) 
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Number 2: 
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Directors 
(3) 
1.8 
**2.0 
2.0 
1.4 
1.6 
89 
Jury 
Number 3: 
Professors 
of Music 
Education 
(4) 
1.9 
2.3 
2.2 
1.5 
1.7 
., 
Table 1. (continued) 
Item 
(1) 
347 .. Lully used the hunting horn in 
the orchestra for the first 
time in 1664, , • , ·, •. , • , .•..... , , , 
348. The French horn has a beautiful 
velvety tone, a wide playing 
range, dynamic expression, and 
variety of tonal. colors ....•.•. 
349. Richard Wagner wrote for, and 
used, the F.rench horn very 
Jury 
Number 1: 
General 
Educators 
(2) 
2.5 
1.5 
skillfully in. the orchestra •... **2.0 
350. The modern symphony orchestra 
uses four French horns in its 
instrumentation ....•••..•...... **1.9 
351. The word trombone means "big 
trumpet" in Italian. It became 
a distinct instrument when the 
slide was added to it. The 
slide was invented during the 
early part.of the 14th century. 
352. Around 1520 excellent trombones 
were being built in Germany ..•. 
353. At the end of the 14th century 
the trombone was introduced 
into England and was called the 
sackbut.. Eventually it was 
also called the trombone in 
that country ••.. , ....... , ..... . 
1.8 
2.5 
2.6 
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Music 
Directors 
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2.2 
1.4 
*1.7 
1.5 
1.8 
2.4 
**2.3 
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Jury 
Number 3: 
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of Music 
Education 
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2.5 
1.5 
2.2 
1.6 
2.0 
2.7 
2.7 
Table 1. (continued) 
Item .. , 
(1) 
3 54 • The trombone used in the orches-
tra is the tenor trombone. It 
can express musical effects 
that are menacing and formida-
ble, or produce effects that 
are heroic, majestic, gloomy, 
or calm and imposing .......... . 
355. The bass trombone is used in 
the orchestra. It has a gruff 
and ponderous tone.~··········· 
356. The modern symphony orchestr~ 
generally uses three tenor i 
trombones and one bass trom• 
bone ............... , ........ , .. , . - . 
.! 
357. The tuba family was developed 
from the ophicleide, which was 
developed from the serpent, an 
instrument invented in 1590 by 
Jury 
Number 1: 
General 
Educators 
(2) 
1.7 
1.8 
1.8 
Guilla~e of Auxerre in France. 2.3 
I 
358. The modern tuba plays the basF 
part in the orchestra and has 
a gruff, powerful tone. . • • . . . . . 1. 6 
359. Large symphony orchestras use 
from four to eight players in 
the percussion section .. , •••. :. **1. 8 
360, The ancestry of the tympani can 
be traced ba~k to half sphere 
d~ brought into Spain in 
711 A.D. by the Moors.......... 2.3 
361. The tympani came into use in thE 
orchestra in the 17th century .. 2.2 
(continued on next page) 
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1.6 
1.7 
1.6 
2.4 
**1.4 
*1.4 
2.4 
2.3 
Table 1. (continued) 
Item 
(1) 
362. The early t~pani were hand 
tuned and were pitched to,play 
the tonic and dominant of the 
key in which the music was 
Jury 
Number 1: 
General 
Educators 
(2) 
written...... . . . . • . . . . • . . • . .. . . . **2 .3 
363. Beethoven used the t~ani.very 
effectively in his works. He · 
was the first to tune them in 
fifths and to.discover and use 
the range of. effects possible 
to achieve on these instru-
ments . . " ....................... . 
364. The tuning of the modern tym-
pani can.be change~.very .. 
quickly by the use of foot 
pedals. In fact, tunes can be 
2.1 
played on them. • . • . . • . . . • . . . . • . **1. 8 
365. Richard Wagner made the tym-
pani a great dramatic instru-
ment. Examples of this exist 
all through his works.......... 2.1 
366. The drum has been and is played 
by people of all types and 
levels of culture throughout 
the world. It is used by prim-
itive tri~es in. the heart of. 
Africa, ar: d in the world 1s 
graatest symphony orchestras. 
It has beep. closely associated 
with man 1 s entire history ...... **1.7 
(continued on next page) 
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1.9 2.0 
1.8 2.2 
1.5 1.6 
**1.9 2.3 
1.3 1.5 
Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
LH (2) 
367. The drums are the rhythm in-
struments of music. They can 
carry their message without 
melody. They can arouse the 
spirit of war in a primitive. 
person; they can beat out a 
mournful elegy o,r express great 
joy. The weird, the mysteri-
ous, the terrible can be por-
trayed with tremendous drama 
and reality by rhythm being 
played upon them •......•....•.. **1.6 
368. Drums vary in size from the 
bass drums to the snare drum... 1.6 
369. The tambourine, castanets, tom-
toms, cymbals, and triangles 
are percussion instruments used 
for colorful effects in the or-
.chestra ..•..... , • . .. . . . . . . . . . . . . **1. 6 
370. Bells, chimes, the glocken-
spiel, celesta, xylophone, and 
marimba have definite pitch in 
the percussion family ..••...... **1.7 
371. The harp has a long history as-
sociated with it from the an-
cient Egyptians down to the' 
present day ..•.•......••....... 1.7 
372. The harp has a wealth of tech-
nique and effects. Arpeggios, 
glissandi, and chords are pe-
culiarly suited to the harp •... *2.0 
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Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1} (2) 
373. The clavichord and harpsichord 
were .developed in the latter 
part of the 14th century ...•... '*2.2 
374. Bach and Mozart were great ad-
mirers of the clavichord and 
used it a great deal ..••.•... :. 2.2 
375. Cristofori, in his quest to 
overcome the limitations of the 
harpsichord, invented the 
pianoforte in 1709. This word 
means 11 soft-loud." Our word, 
piano, is a contraction of it •. **2.2 
376. Beethoven recognized the fact 
that the piano required a kind 
of music different from that 
which had been written for its 
predecessors. He wrote solid, 
sustained chords shaded from 
diminuendo to crescendo, and 
wrote staccato passages. His 
music was adapted to the na-
ture of the instrument......... 1.9 
J. Musical Theory 
377. The treb.le and bass.staves are 
graphs upon which are plotted 
key, pitch, rhythmic and har-
monic relationships •..• ~······· **1.7 
378. A staff contains five lines and 
four spaces; it may be extended 
above and below by the addition 
of leger lines................. 1.2 
(continued on next page) 
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Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) 12} 
379. The highness or lowness of mu-
sical tones is called pitch and 
is repre~ented by the position 
of notes on the musical staff.. *1.4 
380. No staff is complete without a 
clef at the beginning,~o,esta~­
lish the relationship of pitch 
names. There are several of 
them, but the treble or G clef, 
and the bass or F clef, are the 
two most commonly used. The 
former gives its letter name to 
the second line of the treble 
staff; the latter to the fourth 
line of the bass ~taff......... 1.4 
381. Each line and space of a staff 
is called a degree and the de-
grees are named by the first 
seyen letters of the alphabet, 
which are called pitch names .•. **1.5 
382. The scale of C is the only one 
of the major scales in whiGh 
the whole and half steps coin-
cide correctly with the natural 
letter pitches; in every other 
major scale it is necessary to 
raise or lower certain letter 
pitches to get the proper step 
~d half step successions...... **1. 6 
, (continued on next page) 
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Table 1. (continued) 
Item 
(1) 
383~ A key signature establishes the 
location of a beginning scale 
on a staff and structures the 
relationship of the tonal steps 
in the scale, They are placed 
on the scale after the clef ••.. 
384. Key relationships are estab-
lished by the circle of fifths, 
a table of key signatures for 
all major and their relative 
minor keys ..•.........•..... : .. 
385. Each major key has its relative 
minor key, and both are indi-
cated by the same key signature 
386. A diatonic scale may be either 
major or minor. In the major 
scale half steps occur between 
the third and fourth degrees. 
In the natural minor they occur 
between the second and third 
degrees, and fifth and sixth 
degrees of the scale ......•..•. 
387. The harmonic minor scale has 
half steps between the second 
and third degrees, fifth and 
sixth degrees, and the seventh 
and eighth degrees, ascending 
and descending .....••...• , , ; .• • 
Jury 
Number 1: 
General 
Educators 
(2) 
1.4 
1.8 
1.8 
2.0 
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Table 1. (continued) 
Item 
(1) 
388. Ascending, the melodic minor 
scale has half steps between 
the second and third degrees, 
whole steps between the fifth 
and sixth, and between the sixt~ 
and seventh degrees, and a half 
step between the seventh and 
eighth degrees. Descending, 
the scale has half steps be-
tween the sixth and fifth, and 
between the third and second 
degrees .. ........................ . 
389. The chromatic scale embraces 
twelve tones in seven degrees 
and is formed of half steps •... 
390. In all scales it is the third 
tone from the foundation which 
determines the mode as major or 
minor. If the interval from 
the foundation is a major 
third, the scale is major; if a 
minor third, it is minor ..•.•.. 
391. Each tone of the scale has its 
own name, starting from the 
basic note of a scale and as-
cending from one to seven, or 
from do to ti; they are the 
tonic, supertonic, mediant, 
subdominant, dominant,,sub-. 
mediant, and leading tones ..... 
392. Each tone of a scale has char-
acteristic tendencies of res·o-
lution, depending upon its po-
sition in a melody or scale ..•• 
Jury 
Number 1: 
General 
Educators 
(2) 
2.2 
1.7 
1.8 
2.0 
2.1 
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Jury 
Number 2: 
Music 
Directors 
(3) 
1.9 
1.5 
1.6 
2.0 
2.0 
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Jury 
Number 3: 
Professors 
of Music 
Education 
(4) 
2.0 
1.5 
1.8 
2.3 
2.2 
/ 
Table 1. (continued) 
Item 
(1) 
393. There are twelve different-
sounding major scales and an 
equal number of their relative 
minor scales, making twenty-
four scales in all. If the 
three enharmonic scales are in-
cluded, there will be fifteen 
major and fifteen minor scales. 
394. To eliminate confusion, the 
various octaves have definite 
names, the lowest being called 
sub-contra and the highest, 
four 1 ine C ..•....•.•.... , ...• , 
395. The modal scales of the Greeks 
passed on to the early Chris-
tian fathers and evolved into 
the Ecclesiastical -MOdes; which 
in turn. evolved into the dia-
tonic m§jor and minor scales; 
and later into the whole-tone 
scale of Debussy and the 
twelve-tone scale of Schoen-
berg ................. , .•....••. 
396. In a measure signature, the 
upper figure tells the number 
of beats in a measure; the 
lower figure tells the type of 
note that is to be the unit of 
the beat •.•......•.• • ...•..... 
Jury 
Number 1: 
General 
Educators 
(2.) 
2.2 
2.4 
*2.7 
*1.5 
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Directors 
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2.3 
2.3 
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Jury 
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Professors 
of Music 
Education 
2.2 
2.6 
2.4 
*1.0 
Table 1. (continued) 
jury 
Number 1: 
Item General 
Educators 
(1) (2) 
397. Time represents the surface 
upon which musical structure is 
to be erected, measured by a 
system of units called beats, 
by which a. system of measure-
ment is established to deter-
mine the various lengths of 
tone, define their rhythmic 
conditions, and govern. the re-
lationship of the several mel-
odies sung or played together .. **1.4 
398. A measure, a unit of measure-
ment in music, .may be either 
duple--consisting of two beats, 
or triple--consisting of three 
beats, or compound--consisting 
of four or six beats. The 
duple and triple specie can 
also be combined, making an ir-
regular disposition of the ac-
cents within a measure. For 
example: 5 - 4 measure is 
either 3 + 2 or 2 + 3 beats, 
with corresponding accentua-
tion ..•.•...... · •...........• · .. 
399. The beat is most commonly rep-
resented by a quarter note; 
however, a composer can use any 
value he pleases, such as an 
eight, sixteenth, or half note 
to stand for this value ..•..... 
400. There must be an equal number 
of beats in a measure, but it 
is not necessary to have an 
equal number of tones .•...•.... 
1.7 
1.4 
1.4 
(continued on next page) 
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Music 
Directors 
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1.8 
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Education 
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*1.9 
1.8 
1.2 
1.4 
Table 1. (continued) 
Item 
(1) 
401. Rhythm enters into music in two 
different ways: it exists in 
relation to a rhythmic frame-
work that is built around a 
time pattern of either duple 
rhythm (2-4 measure), or triple 
rhythm (3-4 measure), or com-
pounds of either. The first 
has an accented beat followed 
by one unaccented or lighter 
beat; in triple rhythm the ac-
cent is followed by two lighter 
beats. In addition, the music 
has its own rhythmic designs--
the rhythms that are structured 
by the formation of the mel-
odies and chords .•...•...... ~ .. 
402. Ordinarily, in a composition, 
an equal number of beats occur 
in all measures; however, com-
posers, to secure variety, 
often have different groupings 
of beats, such as a three-beat 
measure followed by a two-beat, 
or four-beat.measure, or other 
combinations of beat patterns .. 
403. Symbols, called notes, indicate 
the length of time a tone is to 
be sounded ..•..•........••..•.. 
404. Symbols, called rests, indicate 
periods of silence .....•..•..... 
Jury 
Number 1: 
General 
Educators 
(2) 
1.6 
1.8 
1.2 
1.3 
(continued on next page) 
.Jury 
Number 2: 
Music 
Directors 
(3) 
1.7 
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of Music 
Education 
(4) 
1.7 
2.0 
1.2 
1.1 
Table 1. (continued) 
Item 
(1) 
405. There are whole, half, quarter, 
eighth, sixt~enth, and thirty-
second notes and their corres-
ponding rests. These symbols 
have a ratio of two to one. 
Ratios other than two to one 
are made by the addition of a 
dot . ......................... .- .. . 
406. Duration, represented by these 
symbols, is measured by beats, 
the standard of measurement 
varying according to the type 
of measure signature ........•.. 
407. The ability to read music in-
volves the development of cor-
rect responses to all kinds of 
rhythmic patterns occurring in 
simple or compound time, and 
the power to recognize, hear, 
and sing the various arrange-
ments and combinations of fig-
ures of the tonic, subdominant, 
dominant, supertonic, mediant, 
submediant, and leading tone 
chords, and to recognize scale-
wise passages, neighboring 
tones going up or down one de-
gree, along with simple modula-
tion, and flat and sharp chro-
matics that are the materials 
that melody is made up of •..... 
Jury 
Number 1: 
General 
Educators 
_(2) 
1.4 
1.7 
1.7 
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of Music 
Education 
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Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
408. A tonal interval is the differ-
ence in pitch between two 
tones. An interval is produced 
by sounding two tones simul-
taneously or successively ....•. **1.8 
409. Tonal intervals have a fixed 
relationship in any key ...• ~. . .. 2. 0 
410. Intervals are named according 
to the number of staff degrees 
which they involve. They may 
be diminished, minor, major, or 
augmented in size, with the ex-
ception of a perfect fourth or 
fifth which may only be aug-
mented or diminished ....••.• ·, .. 
411. All intervals are measured ac-
cording to the major scale. 
In the major scale, primes, 
fourths, fifths, and octaves 
are perfect intervals; seconds, 
thirds, sixths, and sevenths 
are major ...•...••.•...••.•.•.. 
412. Fourths, fifths, primes, and 
octaves are perfect conso-
nances; seconds, thirds, 
sixths, and sevenths are im-
perfect consonances .••.....•... 
2.1 
2.3 
2.5 
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Number 2: 
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Directors 
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1.4 
1.8 
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2.2 
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Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
{1) (2) 
413. An interval may be inverted or 
turned upside down. A prime 
inverts to the octave; a second 
inverts to the seventh; a third 
to the sixth; a fourth to the 
fifth; a sixth to the third; a 
seventh to the second; an oc-
tave to the prime.............. 2.6 
414. Major intervals invert to minor 
minor to major, perfect to per-
fect, augmented to diminished, 
and diminished to augmented. . . . 2. 6 
415. Tempo is the name given to the 
speed or rate of rapidity at 
which a composition is .per-
formed. . • . . . . • . . . . . . . . . . . .. . . . • . **1. 4 
416. The metronome is an instrument 
with a pendulum which ticks 
back and forth a given number 
of vibrations a minute. It is 
governed by setting a weight on 
it at any given point on the 
numerical gauge. In a composi-
tion, if the composer indicates 
the exact number of beats per 
minute it will be indicated at 
the beginning of a composition. 
For example: Mm .I= 120 ••••••. 1.5 
(continued on next page) 
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Table 1. (continued) 
Item 
(1) 
417. It is a custom among musicians 
to use the following words to 
denote or describe a tempo; 
Largo (very slow); andante 
(slow); andantino (rather slow) 
moderato (at a moderate pace); 
allegretto (rather fast); al-
legro (fast); presto (very 
fast) ................. ·'· ... · · · · · 
418. Variations in intensity ar"e in-
dicated by crescendo (meaning 
gradually louder); diminuendo 
means becoming gradually 
softer .••..•.•......•.......••. 
419. The dynamics of a composition 
indicate the loudness or soft-. 
ness of tones; degrees of in-
tensity in a music composition 
are indicated by the following 
terms: 
pianissimo, abb. PP~ Very 
soft. 
piano, abb. p. Soft. 
mezzo piano, abb. mp. Mediun 
soft. 
forte, abb. f. Loud. 
mezzo forte, abb. mf. Mediun 
loud. 
fortissimo, abb. ff. Very 
loud. 
sforzando, abb. sf. Explo-
sively .........•...•....... 
Jury 
Number 1: 
General 
Educators 
(2) 
1.4 
1.4 
1.4 
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of Music 
Education 
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1.4 
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Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
420. The following words are com-
monly used by composers to in-
dicate in ~ composition the 
manner in which it should be 
performed; they are called ex-
pression marks: 
animato. With animation. 
legato. Smoothly connected. 
maestoso. Majestically. 
simp lice. Simply. 
sostenuto. Sustained. 
spirito, Spiritedly. 
staccato. Disconnectedly. 
vivace. Vivaciously......... 1.7 
421. The signs If=-, b , 9, are called 
accidentals. They are used to 
make chromatic alterations in 
mus ~c ............................ . 
422. Composers change keys often in 
compositions; this is ~alled 
modulation .•....•....• ; .... , ... 
423. Musical notation involves musi-
cal symbols to indicate repeti-
tion, such as ; J ff , which means 
repeat all material before 
sign. Material contained be-
tween two of these signs must 
be repeated. D.C., abbrevia-
tion for Da Capo, indicates a 
repeat from the beginning to 
the word Fine. D.S., abbrevia~ 
tion for Italian Dal Segno, in-
dicates a repeat from the sign 
(:S:) to the word Fine ...•...•. 
*l. 7 
1.6 
*l. 8 
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Directors 
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Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
424. A slur joins notes of different 
pitches; a tie joins notes of 
the same pitch. Dots, above or 
below notes, indicate staccato. **1.6 
425. A fermata, ~; a hold, adds to 
the length of tone .... ~ ... ; . . . . **l. 6 
K. Conducting 
426. Prior to the time of Beethoven, 
the orchestra was donducted by 
a leader who played the harpsi-
chord and directed at the same 
time. Later, the first violin-
ist conducted the orchestra, 
beating time with nods of the 
head and of the bow; and some-
times no conductor of any kind 
was used •.......... , .....•..... 
427. In Beethoven's time conducting 
with a baton became the rule, .. 
428. Felix Mendelssohn established 
the school of modern conducting 
techniques. He used the baton 
in conducting and treated the 
orchestra as an immense instru-
ment upon which he played with 
feeling and style. He was one 
of the first to whom the term 
11 interpreting conductor11 could 
be applied •..••...••..• · ..•..... 
1.9 
2.0 
1.8 
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Number 2: 
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Directors 
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of Music 
Education 
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Table 1. (continued) 
Item 
(1) 
429. Richard Wagner and Hector Ber-
lioz were fine conductors who 
contributed much to develop the 
fine art of conducting ....•.••. 
I 
430. A conductor must have a tremen-
dous training and culture. He. 
must be a historian and phil-
osopher; he must understand the 
musical styles and works of 
various periods and composers; 
he must be a thoroughly trained 
musician and artist, and must 
be a leader of men •.•.•........ 
431. The conducbor must convey musi-
cal meaning to his musicians by 
projecting understanding, feel-
ing, and emotion through his 
personality and character, and 
through the .. art of gesture •.•.. 
432. The conductor must find the 
true tempo of the music he is 
interpreting and indicate it to 
those he is leading~··········· 
433. A conductor must learn to keep 
a steady tempo .••...••.•.•••..•. 
434. The.term "rubato" defines a 
musical condition which gives a 
conductor a certain liberty and 
free play with the beats ....•.• 
Jury 
Number 1: 
General 
Educators 
(2) 
2.1 
1.5 
1.4 
1.6 
1.6 
*2.4 
(continued on next page) 
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1.'4 
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1.6 
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of Music 
Education 
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2.3 
1.6 
1.5 
1.7 
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Table 1. (continued) 
Item 
(1) 
435. A conductor must know the or-
chestral instruments, their 
limitations and characteris-
tics, and their use in the or-
chestra. He must know and 
understand the human voice, its 
various ranges, types, and 
qualities .•..••..•...•.....••.. 
436. A conductor must be able to 
fluently read a score •.••.•..•• 
437. Three elements in musical ex-
pression over which the conduc-
tor exerts major control are 
tempo, dynamics, and phrasing .• 
438. The same basic understandings 
of music ar.e necessary to con-
duct a simple folk song or 
simple art song as are needed 
to conduct a Beethoven sym-
phony .•.•.••.•.•.••...•••••••... 
439. A preparatory beat is executed 
at the exact tempo of a piece 
and also in proper character .•. 
440. The first beat of every measure 
is a down beat; the last must 
always be an up beat ••..••..... 
441. The two-beat measure in simple 
or compound measure is con-
ducted with the following beat 
Jury 
Number 1: 
General 
Educators 
(2) 
1.5 
1.6 
1.7 
1.8 
*2.1 
1.8 
*2.0 pattern: \j a. 
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Directors of Music 
Education 
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1.5 1.7 
1.6 1.7 
1.6 1.6 
1.6 1.7 
**1.6 1.9 
1.5 1.7 
1.6 1.9 
Table 1. (continued) 
Item 
(1) 
442M The four-beat measure is con-
ducted with the following beat 
pattern, simple or compound, 
undivided: ~,3 
~ I 
443. The three-beat measure is con-
ducted with the following beat 
pattern, simple or compound, 
undivided: 
444. The six-baat measure is con-· 
ducted with the following beat 
pattern: b 
445. The five-beat measure is a com-
bination of the two- and three-
beat measures. The conductor 
must determine which comes 
first and adapt his beat pat-
tern accordingly ...•.....•..... 
446. The seven-beat measure is not 
very common. It is a combina-
tion of the four- and three-
beat measures. The conductor 
must decide which comes first 
and adapt his beat patterns 
accordingly .•..•...•.••..•..... 
Jury 
Number 1: 
General 
Educators 
(2) 
*2.0 
*2.0 
*2.0 
*2.6 
*2.7 
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Directors 
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**1.5 
*2.2 
**2.2 
109 
Jury 
Number 3: 
Professors 
of Music 
Education 
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1.8 
1.8 
1.8 
2.6 
2.8 
Table 1. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
447. A conductor must secure good 
attacks and releases. The 
first is secured by a good 
preparatory stroke, the latter 
by proper motions of the baton. *2.1 
L. Harmony 
448. Harmony is the science which 
treats of chords--their con-
struction, interrelation, and 
logical progression ...•.•... ~ .. 
449. The art of harmony is distin-
guished from the art of 
counterpoint in that the former 
deals with chords and the 
latter with combined melodies .• 
450. The basis of harmony is the 
three-voiced triad, consisting 
of a root, third, and fifth ...• 
451. On each degree of the diatonic 
scale, major or minor, a triad 
may be constructed •...•.••..•.. 
452. A chord is produced by doubling 
one note of a triad; sometimes 
it is the root, third, or fiftr 
of it .............................. . 
1.8 
*2.3 
*2.4 
*2.2 
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Number 2: 
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Directors 
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*1.7 
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1.5 
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**1.8 
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2.3 
1.7 
1.8 
*1.6 
*1.9 
2.1 
Table l. (continued) 
Item 
(l) 
453, Chords are numbered by Roman 
numerals corresponding to the 
degree of the scale they are 
based upon.. The tonic, for ex-
ample, is Roman numeral I, the-
subdominant i~ Roman numeral IV 
454. The combination of one, three, 
and five degrees of any major 
scale produces what is known 
as the tonic triad ...•......•.. 
455. The combination of the fifth, 
the seventh, and second degrees 
of any major scale produces 
what is known as the dominant 
triad ......................... ,.~ .. . 
456. The combination of the fourth, 
sixth, and eighth degrees in a 
major scale produces a sub-
dominant triad ..•.....•........ 
457. A dominant seventh chord is 
made by adding a third above 
the dominant triad. This ad-
ditional tone lies a seventh 
above the root of the chord. 
To build the dominant seventh 
chord in any key, add the scale 
tone a third above the dominant 
triad of that key .......•.•.... 
Jury 
Number 1: 
General 
Educators 
(2) 
*2.5 
*2.7 
*2.6 
*2.6 
*2.8 
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Jury 
Number 2: 
Music 
Directors 
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2.0 
1.7 
1.8 
2.0 
2.0 
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Professors 
of Music 
Education 
(4) 
*2.0 
*1.8 
*1.8 
*1.9 
*1.9 
Table 1. (continued) 
Item 
(1) 
458. On each degree of the diatonic 
scale~ maJor or minor, a triad 
may be constructed. In the 
major mode the Primary triads, 
I, IV, V, are major triads; the 
Secondary triads, ii, iii, vi, 
are minor; and the triad on the 
leading tone vii0 is dimin-
ished ...•....•....•.•.•.•..•... 
459. In the minor mode (Harmonic) i 
and iv are minor triads; V and 
VI are major, ii0 and vii0 are 
diminished, and III+ i"s aug-
mented. In this mode the sev-
enth degree of the scale is 
raised a half step, which 
makes the dominant triad major. 
460. In the diatonic system all 
chords are built in thirds; and 
every chord is subject to in-
version . ....................... . 
461. The secondary triads are built 
upon the second, third, sixth, 
and seventh of the major 
Jury 
Number 1: 
General 
Educators 
_(2_1 
*2.8 
*2.8 
*2.7 
scales. . . . . . . • . . . . • . . . . . . • . . . . • **2. 7 
462. A final or authentic cadence 
consists of the chord built on 
the dominance of the.scale fol-
lowed by a· chord built on the 
tonic of the scale ...•.•....... *2.6 
(continued on next page) 
Jury 
Number 2: 
Music 
Directors 
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Education 
_i4_l 
**2.6 
2.7 
*2.2 
2.5 
**2.3 
Table 1. (continued) 
Item 
(1) 
463. A plagal cadence is used as a 
final cadence; it is made up of 
a chord built on the subdominan 
of the scale, followed by a 
chord built on the tonic of the 
scale .•••.•....•....•......•.•. 
464. A deceptive cadence is built on 
a dominant.chord going to the 
submediant chord creating a 
feeling of almost stopping but 
going on, just the same ......•. 
465. A half cadence is built by re-
versing the form of the authen-
tic cadence; the tonic chord is 
followed by the dominant chord. 
466. Chords are arpeggiated when 
their individual tones are 
sounded in succession, instead 
of together ..•.•.••.•.•....••.. 
467. Interval and chordal relations 
are easily structured on the 
piano keyboard ...•....•.•.•.... 
468. A change of key in music is 
called modulation. There may 
be transitory, temporary, or 
permanent modulations in a com-
position, indicated sometimes 
by marked cadences; and some-
times they are made.so skill-
fully by a composer that the 
listener is almost unaware of 
them . ..... o -0- ••••••••••••••••••• 
Jury 
Number 1: 
General 
Educators 
(2) 
*2.8 
*2.8 
*2.8 
*2.6 
*2.5 
2.1 
(concluded on.ne~t page) 
Jury 
Number 2: 
Music 
Directors 
(3) 
2.2 
2.3 
2.3 
1.8 
1.8 
1.8 
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Number 3: 
Professors 
of Music 
Education 
(4) 
*2.2 
**2.5 
2.6 
*2.1 
*1.9 
1.8 
Table 1. (concluded) 
Item 
(1) 
469. Each chord has a more or 
less strong tendency to 
move to some special one 
of the other chords ..•.... 
470. The most important chords 
in music are the tonic and 
dominant. All chords tend 
to move towards the tonic, 
on which they finally rest. 
The chord established on 
the fifth degree dominates 
the key . ................... . 
471. Harmony has evolved 
through many stages of 
development through the 
past three hundred years .. 
Jury 
Number 1: 
General 
Educators 
(2) 
*2.3 
*2.3 
2.0 
Jury 
Number 2: 
Music 
Directors 
(3) 
1.9 
1.6 
2.0 
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Jury 
Number 3: 
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of Music 
Education 
(4) 
2.1 
*1.4 
2.0 
Significance of levels of significance.-- The 5 per cent and 1 per 
cent levels of significance, as indicated by asterisks in columns (2), 
(3), and (4) in the item list in Table 1, indicate a lack of agreement 
between two of the juries as to the degree of importance attached to a 
particular item in general education. The averages listed in columns (2), 
(3), and (4) are not affected by levels of significance; they indicate 
the reaction of each individual jury to each individual item relative 
to its importance in general education. Therefore, any item checked, for 
example, by the three juries and falling on or between averages of 1.0 
and 2.0, regardless of levels of significance, would be important in 
general education. 
CHAPTER IV 
PERCENTAGES OF EACH JURY 
INDICATING THAT AN ITEM SHOULD BE A DIRECT OBJECTIVE 
OF JUNIOR-HIGH-SCHOOL MUSIC 
1. Introduction 
This chapter is made up of Table 2, which is largely self-
explanatory. The table records, for each of the three juries, the 
percentages of respondents who checked each item as an objective of 
junior-high-school music, and the percentage average for the three 
juries, arranged by rank order from the highest to the lowest per-
centage. Comparison between percentages of Juries 1 and 2, Juries 
2 and 3, and Juries 1 and 3 on each item were made according to the 
1/ 
formula for the standard error of difference.-
2. Summary 
Master item list.-- A summary of the items in this table which 
50 per cent or more of the combined juries selected as direct objec-
tives of junior-high-school music is presented in the form of a master 
list in Table 3 on page 221. ' 
1/Peters and VanVoorhis, loc. cit. 
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Table 2. A Percentage Comparison of the Judgment~ of"""Each of the Three 
Juries and of the Combined Juries as to!Whether or Not Each 
Item Should Be an Objective of General tducation in Junior 
High School Music 
. 
Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
Item General Mustc Professors Juries 
Educators Directors of Music 
i Education ., 
(f) cf) (3) (4) (5) 
i 
A. The Human Voice and Its !. 
' 
Development 
' ' 
13. In four-part choral 
'· 
music, four vocal divi-
sions are listed; so-
prano, alto, tenor, 
and bass (1) .....•....•. 84 80 85 83 
26. Sharp, clear consonants t 
and free vowe!s, with 
particular attention to 
diphthongs, are neces-
sary to the process of 
enunciation and to bring 
about proper articula-
tion (2) •..•.•.••.....•. 72 80 ' 70 74 i ! 
2. The diaphragm is a 
source of energy for the 1/ 1/ 
singing voice (3) •...... 80 **80 **SS 71 
I' 
3. Vocal sounds '· are pro- I I 
duced by the vibrations 1/ 1.1 
of the vocal cords (4) .• **88 60 **60 70 
(continued on next page) 
1./**Two asterisks in col~ (2) indi~ate that the idifference between the 
percentages in columns (2) and (3) ,[juries 1 and J,7 is signific.ant at 
the five per cent level. In the same way the two ~sterisks are used in 
column (3) to identify a difference between perce~ages in col~s (3) 
and (4) l.juries 2 and 3/, which is ·significant at if:he five per cent 
level; and the two ast-erisks in column (4) identify a difference between 
percentages in columns (2) and (4) LJuries 1 and 1J, which is significant 
at the five per cent level. 
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Table 2. (continuecl) 
Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
Item General Music Professors Juries 
Educators Directors of Music 
Education 
(f) (2) (_3} (4) (5) 
24. The natural position for 
singing, when standing, 
is neither relaxed nor 
stiff. One foot· should 
be slightly forward and 
the singer should feel 
some of his weight up.on 
it. The chest should 
be high, the shoulders ll 
free and relaxed (5.5) .. **64 *88 50 68 
14. Men 1 s and women 1 s voices 
sound approximately an 
octave apart (5. 5) ...... 68 64 75 68 
1. The voice was not orig-
inally used for singing. 
The art of song, as we 
know it, is very young 
and, until recent times, ll 
was undeveloped (7) ..... 80 68 *45 65 
(continued on next page) 
1/*0ne asterisk in column (2) indicates that the difference between 
two percentages in columns (2) and (3) Jjuries 1 and l7 is significant 
at the one per cent level. Similarly, one asterisk in column (3) 
identifies a aifference between percentages in cnlumns (3) and (4) 
LJuries 2 and 17, which is significant at the one per cent level; 
and ene asterisk in column (4) identifies a difference between per-
cent~~es in columns (2) and (4) lfuries 1 and 17, which is signifi-
, cant at the one per cent level. 
Table 2. (~ontinued) 
Item 
(1) 
25. Care should be taken td 
get distinct vowel 
sounds, having in mind 
the fact that, as the 
pitch ascends~ vowels 
must be modified towards 
a deeper sound for ade-
quate resonance and free-
dom (8) •. , •.••••.•.•••..• 
20. The lyric tenor voice is 
clear with a light, 
pleasing, song-like tone 
quality (9. 5) .......•..• 
21. The baritone voice is 
beautiful and has great 
dramatic powers, and pos-
sesses the greatest range 
of any male voices (9.5). 
18. The alto voice is usu-
ally thought of as rich, 
warm, and deep; but it 
has many ranges of vocal 
color from that of a 
mezzo-soprano, who pos-
sesses ce~tain soprano 
characteristics, to the 
usually deep contralto, 
who displays many mascu-
line characteristics of 
tone (11.5) ..•.......... 
Jury Jury 
Number 1: Number 2: 
General Mugia 
Educators Directors 
(2) (3) 
72 68 
56 60 
56 60 
52 60 
(continued on next page) 
Jury 
.Number 3: 
Professors 
of Music 
Education 
(4) 
**45 
55 
55 
55 
118 
i 
Combined 
Juries 
(5) 
63 
57 
57 
56 
Table 2. (continued) 
Item 
(l) 
19, The dramatic tenor voice 
is full, strong, and 
rich, and is capable of 
expressing great emotion 
(11.5) •..••..••........... 
15. The coloratura soprano 
voice is light, agile, 
and capable.· of ascending 
to great heights with 
flute-like runs and 
trills (14) .•....•..••.. 
16. The dramatic soprano· 
voice is powerful and 
resonant (14) ..•.•..•• ~. 
17. The lyric soprano is a 
clear voice, with a 
sweet, song-like tone· 
quality (14) ........... . 
23. The. basso profundo is 
the deepest bass voice 
( 16) .................... . 
22. The basso cantante is a 
flexible voice capable 
of singing florid melo-
dies with agility, and a 
deep, rich, song-like 
quality (17) •.•.•.••.•.. 
4. The human voice has am-
plifiers which are vari-
ous resonating cavities 
(18.5)••••••••••••••o•• ... 
Jury 
Number 1: 
General 
Educators 
(2) 
56 
48 
52 
48 
52 
48 
56 
Jury Jury 
Number 2: .Number 3: 
Mu~ic Professors 
Directors of Music 
Education 
c:n (4) 
56 55 
56 60 
56 55 
60 55 
56 50 
56 50 
44 50 
(continued on next page) 
119 
I 
Combined 
Juries 
(5) 
56 
54 
54 
54 
53 
52 
50 
Table 2. (continued) 
Item 
5. The diaphragm, a broad, 
flat, arched muscle at 
the base of the lungs, 
contracts downward and 
outward in the process.o 
inhalation, and relaxes 
upward to let the air be 
exhaled, or_even pushes 
upward in making tone 
(18.5) ................... 
6. The voice box, which 
houses the vocal cords, 
must be kept low, in an 
even and relaxed posi-
tion; it is particularly 
damaging to tone to have 
the voice box too high 
(20.5) •...•••.•.•.. · .•••.. 
7. Amplification is depend~ 
ent upon proper use of 
nasal, pharyngeal, and 
oral resonance (20.5) ... 
8. Resonance varies in the 
nose, mouth, and pharynx, 
according to the voice 
lifts (22) •••. :·········· 
9. In the scale of C major 
voice lifts occur for 
first soprano, and first 
tenor voices at C# and 
Fifo (24. 5) •.•••.• · .•.•..• .;. 
(continued 
64 
*68 
48 
40 
16 
120 
Jury Jury 
1• Number 2~ .Number 3: Combined 
Music· Professors Juries 
Directors of Music 
52 *30 50 
32 *10 38 
40 25 38 
**28 0 24 
12 0 10 
next page) 
Table 2. (continued) 
Item 
(1) 
10. In the scale of C major 
voice lifts occur for 
the second soprano, and 
second tenor voices at 
C and F (24.5) ..•.•••... 
11. In the scale of C major 
voice lifts occur for 
the baritone, and first 
alto voiceb at B or Bb 
and E orE (24,5) ..... 
12. In the scale of C major 
voice lifts occur for 
the bass and second alto 
voices at A or AD and 
D or nb (24.5) ........ . 
B. The Physical Properties of 
Sound 
29. Tones have four proper-
ties: duration, pitch, 
intensity, and quality 
( 1) •..•••..•.••.••..••.• 
28. Tones are produced by 
vibrations occurring in 
regular waves; noise by 
irregular waves (2) ..... 
' Jury Jury .Jury 
Number i: Number 2 • .Number 3: 
General Music Professors 
Educators Directors of Music 
Education 
(2) (3) 
16 12 0 
16 12 0 
16 12 .o 
68 76 75 
64 64 60 
(continued on next page) 
121 
I 
Combined 
Juries 
10 
10 
10 
73 
63 
Table 2. (continued) 
Item 
(1) 
27. Sounds are produced by 
vibrations of sounding 
bodies. These vibrations 
are communicated to the 
surrounding air~ which in 
turn carries them to the 
ear of the listener (3) .. 
32. Whenever a tone is 
sounded on the piano~ or 
played on the clarinet, 
or sung, it sounds not 
only its own pitch, but, 
faintly, a number of 
tones of higher pitch 
cailed overtones (4) .... 
34. Overtones are fundamental 
to the science of music. 
The entire system by 
which tones are organized 
into melody, harmony~ and 
counterpoint stems di-
. rectly from t_hem (5) ••.• 
35. The timbre or tofial color 
of a music instrumen~ is 
determined by the number 
of overtones it sounds 
when played (6) ..•.•••. _. 
30. The range of human hear-
ing extends from approxi-
mately 16 vibrations per 
second up to 20,000 per 
second (7) .....•..•....•. 
122 
, Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
General Mus-ic Professors Juries · 
Educators Directors of Music 
Education 
(2) (3) (4) (5) 
64 60 55 60 
52 **60 30 49 
48 48 45 43 
36 36 55 41 
40 **24 50 38 
(continued on next page) 
Table 2. (continued) 
Item 
(1) 
33. Overtones have exact 
mathematical relations 
to the .fundamental tone 
( 8) .••..•.•.••..••..•.... 
37. nLoudnesstt or intensity 
is due to the width o.f 
sound waves (9) •••••..... 
38. The science of acoustics 
is directly related to 
music and sets up the 
laws of physics by which 
it can be produced, 
either by instrument or 
voice (10) ....••••.••.••. 
36. Pythagoras, the great 
mathematician, laid the 
acoustical and ·mathemati-
cal foundation for music 
(11) ................. ~···· 
31. The range of the symphony 
orchestra extends .from 
sub-contra B flat which 
has 29.2 vibrations per 
second up to four-line C 
which has 4185.6 vibra-
tions per second (12) ... 
123 
' Jury Jury Jury , 
Number 1: Number 2: .Number 3: Combined 
General Music Professors Juries 
Educators Directors o.f Music 
Education 
(2) (3) (4) (5) 
36 28 25 30 
20 36 t\ 30 28 
28 28 25 27 
16 36 20 24 
32 20 ** 5 20 
(continued on next page) 
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Table 2. (continued) 
' 
' Jury Jury Jury I 
Number 1: Number 2: Number 3: Combined 
Item General Music Professors Juries 
Educators Directors of Music 
Education 
71) {2) (3) {4) (5) 
c. Polyphony 
79. J. s. Bach, a hundred 
years after Palestrina, 
developed the art of 
polyphony to its great-
est heights of glory, ex-
pressing it in musical 
forms which were in use 
in the seventeenth cen-
t"\]Xy (1) .•••••.• ., ••• , •..• 56 60 60 59 
42. Polyphony is a term taken 
from the Greek language 
meaning .''many voiced." 
It is applied to - the _ 
species of unaccompanied 
vocal music in which each 
voice sings an independ-
ent melody. The·parts 
are of equal importance 
and are bound together in 
accordance with the laws 
of counterpoint (2) ....•• 60 56 50 56 
-
69. The musical forms char-
acteristic of the·poly-
phonic era were the 
canon, motet, madrigal, 
mass, and fugue (3) ..•• ~ . 48 56 50 52 
68. In each epoch of music 
history certain musical 
forms were either de-
veloped, reorganized, or 
extended to expand the 
limits of musical ex-
pression ( 4) .....•...•... 60 40 50 50 
(continued on next page) 
Table 2. (continued) 
Item 
_(_1) 
70. The first contrapuntal 
form to fully develop was 
the canon. Composers 
showed their skill in 
this form of composition 
by displaying their mas-
tery over canonic imita-
tion in their work (5) ..• 
59. The word, counterpoint, 
is derived from the Latin 
phrase--punctus contra 
punctum--meaning note 
against note (7) ......•.. 
77. In the fugue, the voices 
enter one by one, alter-
nately singing subject 
and answer. This process 
constitutes the exposi-
tion. A development por~ 
t ion follows , in which 
·all voices are engaged in 
singing subject, answer, 
or including material in 
new keys. The whole con-
cludes by a closing sec-
tion, in which there is 
a decisive return to the 
original tonality. 
Fugues usually consist of 
from two to five voice 
parts, three or four oc-
curring most frequently 
(7) ..• ,. .................. . 
Jury Jury Jury 
Number 1: Number 2: .Number 3: 
General Mus-ic Professors 
Educators Directors of Music 
· Educatiort 
(2) (3) (4) 
44 44 60 
44 56 40 
36 48 **60 
(continued on next page) 
125 
Combined 
Juries · 
(5) 
49 
47 
47 
Table 2. (continued) 
80. 
39. 
72. 
78. 
Item 
(1) 
Bach's compositions in-
clude suites, partitas, 
chorales, organ preludes 
and fugues, sacred and 
secular cantatas, Pas-
sions according to St. 
John and St. Matthew, and 
the B Minor Mass (7) .•... 
During the early Christia 
era the Plain-Song pre-
ceded the development of 
Polyphony. It applied to 
ecclesiastical art mus.ic 
sung in unison. It had 
no harmony, no counter-
point, and no regular 
time or tempo. Its 
rhythm and meter were de-
termined by the prose it 
was sung to (9) .•....... 
A madrigal is a work in 
contrapuntal style based· 
on a secular text; for 
unaccompanied singing 
(10.5) ................... . 
The final form of the 
fugue was developed by 
generations of composers, 
but it reached its per-
fection in the works of 
Johann Sebastian Bach, in 
which symmetry and dig-
nity or architectural pro 
portions were united to 
genuine musical ~xpres­
sion (10.5) ••.••..•.•... 
' Jury Jury 
Number 1· Number 2: 
General Music 
Educators Directors 
(2) (3) 
48 52 
*24 64 
52 36 
40 40 
(continued on next page) 
.Jury 
.Number 3: 
Professors 
of Music 
Education 
(4) 
40 
45 
35 
45 
126 
i 
Combined 
Juries 
(5) 
47 
43 
41 
41 
Table 2. (continued) 
Item 
(1) 
66. The sixteenth century was 
known as th~ Golden Age 
of Polyphony. It reached 
its climax in the reli-
gious works of Palestrina 
and Lassus (12) ......... . 
71. The motet is a work in 
contrapuntal style for 
unaccompanied voices, 
based upon a sacred test 
(13) •...•............•.... 
81. The Polyphonic period 
closed with Bach's works 
and its place was taken 
by homophony (14) ....... . 
75. The Mass was an important 
form for the contra-
puntalists (15) .. • ..•...•. 
45. The development' of nota-
tion to express mensurate 
time values represented a 
great advance in the 
science of musical nota-
tion (16) ...••........... 
43, Polyphonic music is char-
acteristic of European 
music alone; it has no 
connection with Oriental, 
Hebrew, or Egyptian music 
(17) •• _ ..... , .............. . 
' Jury Jury Jury 
Number 1: Number 2: .Number 3: 
General Musi~ Professors 
Educators Directors of Music 
Education 
(2) (3) (4) 
40 44 35 
52 32 30 
28 40 40 
36 36 35 
36 **44 20 
24 40 30 
(continued on next page) 
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I 
I 
Combined 
Juries 
7sY 
40 
38 
37 
35 
34 
32 
128 
Table 2. (continued) 
' 
' 
Jury Jury Jury 
I 
Number 1: Number 2· . .Number 3: Combined 
Item General Music Profe·s sors Juries 
Educators Directors of Music 
Education 
.(1) (2) (3) (4) (5) 
67. Polyphony, in the secu-
lar sense, achieved glory 
in the works of the Eng-
lish madrigalists, such 
as Robert Fayrfax, Byrd, 
and Thomas Tallis (18~5). 36 28 25 30 
74. The rhythm and structure 
of the madrigal were de-
termined by the word 
texts of the poetry being 
set to music (18.5) • • • • n 28 36 25 30 
54. True polyphony began for 
the first time when mel-
odies independent of each 
other existed (20) ....•.. ~8 *44 10 29 
47. The Mediaeval Modes were 
the early tonal basis of 
polyphony (21) •...•........ **16 44 25 28 
48. Composers over a long 
period of time gradually 
altered the Mediaeval 
Modes to bring about a 
more pleasing harmony in 
their compositions. In 
this way they brought 
about the historic evolu-
tion of the diatonic and 
chromatic scales and the 
science of harmony (22. 5) 20 36 25 27 
73. The rhythm and structure 
of the motet were deter-
mined by the word struc-
ture of the texts (22. 5). 20 36 25 27 
(continued on next page) 
' 
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Table 2. (c·ontinued) 
Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
Item General Music Professors Jurie-s 
Educators Directors of Music 
Education 
(1) (2) (3) (4) (5) 
57. The third division of the 
Polyphonic era is the 
counterpoint period, in 
which experiments in put-
ting intervals together 
developed into the scienc~ 
of bringing melodies to-
gether in a really har-
monious relationship (24) 32 
40. Neumes represent the ear-
liest system of musical 
notation (26)............ *12 
49. Various groups of com-
posers in England, 
France, the Netherlands, 
and Italy were respons-
ible for the development 
of the art of polyphony 
(26) ••.•..••..•......•.... 
53. The term "Discant," ap-
plied to the second divi-
sion of the Polyphonic 
period between 1150 and 
1400 A.D., in which other 
intervals, such as the 
thirds and sixths and 
contrary motion~ were in-
cluded in putting voice 
parts together (26) ...•.• 
28 
20 
24 
**44 
32 
**40 
(continued on next page) 
20 26 
15 24 
10 24 
10 24 
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Table 2. (c-ontinued) 
' Jury Jury Jury , 
Number 1: Number 2: .Number 3: Combined 
Item General Music-
Educators Directors 
(1) (2) 
41. In the tenth century A.D. 
two lines, one red repre-
senting the pitch F, and 
the other yellow repre-
senting C, were devised 
to aid in expressing 
fixed pitch relation-
ships (29)............... **12 
44. Guido d'Arezzo is 
credited with inventing 
the four-line staff (29). 16 
55. The cantus firmus, or 
subject, or fixed song, 
was .a melody adapted for 
use as the fundamental 
or starting point of a 
polyphonic composition 
(29)·. ~ .•.•..•..•••..•.... 
76. Imitative counterpoint 
developed very rapidly 
during the fourteenth and 
fifteenth centuries; com-
posers invented all sorts 
of complicated and il-
lusive ways of repeating 
a theme in various parts 
(31) ........... ~·········· 
50. The most primitive stage 
of polyphony is called 
organum. It consists of 
two voice parts moving in 
parailel motion, a fourth 
or fifth apart, based on 
a plainsong melody (32.5) 
20 
20 
16 
(3) 
**40 
36 
28 
28 
28 
(continued on nex·t page) 
Professors 
of Music 
Education 
(4) 
15 
15 
20 
15 
15 
Juries 
(5_}_ 
23 
23 
23 
21 
20 
Table 2. (continued) 
Item 
(1) 
56. The cantus firmus was 
sometimes taken from a 
Gregorian plainsong or 
familiar secular tune. 
Later the Canti Firmi 
were composed by the mu-
sicians themselves (32.5) 
46. The development of nota-
tion to express mensurate 
time values is associated 
with Francis of Cologne 
(34) •..••. 0 .............. . 
52. Guido d'Arezzo intro-
duced the principle of 
oblique motion in part 
writing extending the 
musical limits of or-
ganum (35) •••••.•..•.•... 
58. The contrapuntalists de-
veloped a complex and 
subtle rhythmic structure 
for their music (36) ..•.. 
51. A composite-organum de-
veloped from the doubling 
in octaves of the two 
voices used in simple 
organum (37) ......... ·· .. . 
Jury. Jury .Jury 
Number 1: Number 2! .Number 3: 
General Mu5ic 
Educators Directors 
(2) (3) 
16 28 
12 28 
8 24 
16 20 
4 24 
Professors 
of Music 
Education 
(4) 
15 
10 
5 
0 
5 
(continued on next page) 
131 
i 
Combined 
Juries 
(5) 
20 
17 
13 
12 
11 
Table 2. (-continued) 
·, Jury Jury 
Item 
(1) 
65. Free counterpoint is the 
application of contra-
puntal devices, imitation, 
part writing, in free 
composition, without the 
scholastic. restrictions 
of the. earlier rules and 
regulations of strict 
counterpoint (38) •...... 
60. Where note is written 
against note it is clas-
sified as first specied 
counterpoint (39) .•..••.. 
61. Where two notes or, as a 
variqnt, three notes, 
are written against one, 
it is classified as sec-
ond s.pecies. counterpoint 
(40) ............•..•...•• 
62. Third species counter-
point occurs where four 
notes are written against 
one (42) .•.•... · .......... . 
63. Fourth series counter-
point occurs when suspen-
sions are used (42) •..•.. 
64. Fifth species counter-
point is made up of flor-
id counterpoint, or a 
mixture of the various 
species with greater 
rhythmic freedom (42) .... 
Number 1: Number 2: 
General Mu5ic 
Educators Directors 
(2) (3) 
16 8 
12 12 
8 8 
8 4 
8 4 
8 4 
(continued on next page) 
Jury 
.Number 3: 
Professors 
of Music 
Education 
(4) 
5 
0 
0 
0 
0 
0 
132 
Combined 
Juries 
(5) 
10 
9 
6 
4 
4 
4 
Table 2. (c·ontinued) 
Item 
(1) 
D. The Baroque Period 
(1600-1750) 
114. The harpsichords and 
clavichords were fore-
runners of the piano (1) 
115. George Frederick Handel 
was the most important 
composer of oratorio 
during the Baroque 
period (2.5) •.........•. 
89. The Oratorio is a dra-
matic production on a 
large scale, dealing witp 
a Biblical subject and 
produced without stag-
ing, costuming, or 
133 
Jury Jury Jury 
Number 1: Number 2~ .Number 3: Combined 
General MusiC: Professors Juries 
Educators Directors of Music 
Education 
(~ (3) (4) (5) 
60 80 75 71 
60 76 75 70 
scenery (2.5)........... 60 76 75 70 
86. Three large vocal forms 
came into being during 
this period~ they are 
the opera, oratorio, and 
cantata ( 4) .•........... 
95. The solo song is a homo-
phonic vocal composition 
with accompaniment sup-
plied by a keyboard in-
strument or orchestra. 
It is called an aria in 
the opera (5) .•..•.•.... 
64 
52 
72 
68 
(continued on next page) 
60 67 
65 62 
Table 2. (continued) 
Item 
(1) 
92. The cantata is similar 
to the oratorio, except 
that it is a short lyric 
form. It deals with 
varied subject matter, 
either religious or 
secular (6) ....•..•. , ... 
90. The oratorio makes use 
of a narrator, vocal 
soloists, chorus, and 
orchestra (7) .....•.••.. 
82. The term Baroque defines 
a period in which paint-
ing, architecture, and 
music are characterized, 
in general, by a certain 
spirit of theatricalism, 
of grandiose concepts, 
and by a rather heavy 
elaboration of design 
and magnificence of 
effect (8) •.•......••... 
84. During the 17th century 
musical form evolved 
from folk and popular 
music (9.5) .•.•..•...... 
87. Opera emerged as an art 
form from the experi-
ences of a group in 
Florence, Italy, called 
.the Camerata. Their 
purpose was to revive 
the art of Greek trag-
edy. But the result of 
Jury Jury 
Number 1 • Number 2: 
General Music-
Educators Directors 
(2) (3) 
56 72 
52 60 
48 60 
52 52 
(continued on next page) 
Jury 
.Number 3: 
Professors 
of Music 
Education 
(4) 
55 
55 
55 
55 
134 
Combined 
Juries 
(5) 
61 
56 
54 
53 
Table 2. (continued) 
Item 
(1) 
their activities was the 
emergence of a new con-
cept in music: opera 
and dramatic music (9.5) 
85. The strolling musicians 
or minstrels (the Trou-
badours, Trouveres, Min-
nesingers, and Meister-
singers) contributed 
much to free music from 
the restrictions of 
polyphony (11. 5)-••..•..• 
91. The forms used in orato-
rio are the overture, 
aria, recitative, and 
diverse choral ensembles 
(11.5) ••••••.•.••.•..••• 
93. Recitative is a style of 
dramatic declaration. 
It follows the free 
rhythms of prose text; 
its melodic line, al-
though of definite 
pitch, and its accom~ 
paniment, are of second-
Jury Jury .Jury 
Number 1• Number 2: .Number 3: 
General Music 
Educators Directors 
(2) (3) 
60 56 
44 56 
48 52 
Professors 
of Music 
Education 
(4) 
40 
50 
50 
ary importance (13) •.•.• **32 60 50 
104. The dance suite began to 
be written around the 
middle of the 17th cen-
tury, evolving from folk 
dances (14.5), .•..•..... 32 48 
(continued on next page) 
50 
135 
I 
Combined 
Juries 
(5) 
53 
50 
50 
47 
43 
136 
Table 2. (c~ntinued) 
' Jury Jury Jury 
Number 1: Number 2 · .Number 3: Combined 
Item General MuS'ic Professors Juries 
Educators Directors of Music 
( 1) (2) 
108. In the early Baroque 
period the term 11sonata11 
was used to define a 
piece that was to be 
played by an instrument 
rather than to be sung. 
No clear or consistent 
structural principles 
were established or de-
fined by the use of this 
term during this period 
(14. 5) • • . . . • ... . • • . . . . . . . **28 
105. The four standard dances 
of the suite are the 
allemande, courante, 
sarabande, and gigue 
(16) o oro o o o o • o • ro •'• o o o o • 
83. Homophonic music dom-
inated the 17th century 
music (17. 5) ...•..•.•.. 
100. Comic opera in Italy is 
called opera buffa. Its 
origin was in comic in-
termezzi, interpolated 
between scenes of seri-
ous opera (17.5) ...•..•• 
98. Ballet was introduced 
first in the Burgundian 
and French courts of the 
15th century (19) ......• 
*24 
32 
36 
44 
(3) 
56 
56 
44 
48 
40 
(continued on next page) 
Education 
(4) 
45 
45 
40 
25 
25 
(5) 
43 
42 
38 
38 
37 
137 
Table 2. (continued) 
Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
Item General Music Profe·ssors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) (4) 75) 
106. Other folk dances, often 
included in the suite, 
are the gavotte and 
bourree (20) ...•...•.... *20 52 35 36 
101. French opera-comique 
originated in the early 
18th century as a farce 
and satire on s.erious 
opera (22.5) •......••... 36 **40 15 30 
113. The concerto grosso is 
the most important or-
chestral form of the 
Baroque period (22. 5) ..• 16 36 **40 30 
117. Claudio MOnteverdi had a 
wide and dir.ec t. in flu-
ence on the development 
of the orchestra tech-
nique (22.5) ..•..•.....•. 40 **40 **10 30 
' 
118. Henry Purcell was a com-
poser of the English 
school of operas, 
masques, and sonatas 
(22. 5)- •.•......• · ....... 32 **44 15 30 
116. Jean Baptiste Luliy, con-
tributed much to the de-
velopment of French 
music (25.5) •...•••..... 36 28 20 28 
(continued on next page) 
Table 2. (continued) 
Item 
(1) 
94. The ari6so is a form of 
vocal solo partaking of 
both the nature of a 
recitative and an aria 
in opera. It represents 
a fusion of both (25.5). 
102. Ballad opera is an Eng-
lish counterpart of 
comic opera (27) •...••.. 
121. Antonio Vivaldi wrote 
violin sonatas (28) ..•.. 
96. The Italian overture 
consists of three move-
ments: the first is 
fast in canzona style; 
the second is slow and 
usually chordal in 
style; the third is 
again fast and usually 
fUgal and dance-like (31) 
97. The French overture con-
sists of three movements 
the first is in a slow, 
stately style; the sec-
ond is fast, lively, and 
fugal; the third, not 
always used, returns to 
the plan of the first 
(31) ..•••.••.•.•..•..... 
Jury Jury 
Number 1! Number 2: 
General Musia 
Educators ·Directors 
(2) (3) 
20 40 
36 *36 
32 32 
32 **36 
28 **36 
(continued on next page) 
.Jury 
.Number 3: 
Professors 
of Music 
Education 
(4) 
25 
*0 
10 
**5 
5 
138 
I 
Combined 
Juries 
(5) 
28 
26 
25 
24 
24 
139 
Table 2. (continued) 
' 
., Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
Item General Music- Professors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) (4) (5) 
103; The singspiel is a term 
that defines in Germany 
drama with music. It 
was at first used for 
serious and comic.opera 
alike. Later it came to 
designate comic opera 
(31) ...................... 32 28 10 24 
119. Arcangelo Carelli. wrote. 
violin sonatas of great 
beauty and technical 
freedom (31) ............ 24 32 15 24 
120. Domenico Scarlatti wrote 
delightful music for the 
harpsichord (31) •....... 24 32 . 15 24 
88. The work and experimen-
tation of the Camerata 
stimulated monody, solo 
melody with chordal ac-
companimen t (35) .•...... **12 *40 5 20 
~ 
99. Lully introduced ballet 
into his operas and 
called them opera-
ballets (35) ............. 
107. Keyboard music employed 
various forms such as 
the partita, chac'}nne, 
I l' passacag 1a, toccata, 
prelude, and fantasia 
(35) ......•.•........•.. **8 32 20 20 
(continued on next page) 
Table 2. ('continued) 
Item 
(1) 
112. The church sonata, 11 so-
nata da chiesa," is the 
forerunn~r of th~ clas-
sic sonata of'Haydn and 
Mozart (3 7) •............ 
111. The 11 sonata da camera11 
(the cl).amb~r sonata) . is. 
a suite of dance tunes 
(38) ................... •,.• 
110. The movements of the 
baroque sonata."!-~e in 
binary form, similar to 
the dance suite forms 
(39) •. • .•.•...•.•........ 
109. Conventional thematic 
material is not present 
in the baroque sonata 
( 40) .•...••••.•....•.... 
E. The Classical Period 
(1750-1820) 
142. The greatest single con-
tribution of this period 
was the symphony ( 1. 5) .. 
161. Mozart wrote great 
operas in the classical 
period. His operas are 
the only ones from that 
period that are in the 
standard repertory today 
(1.5) •.••••...•..•. ~: ... 
Jury Jury Jury 
Number 1: Number 2: .Number 3: 
General Mus-ic ·Pro-fessors 
Educators Directors of Music 
Education 
(2) (3) (4) 
20 **24 0 
12 20 5 
4 20 5 
4 20 0 
72 80 70 
76 80 65 
(co~tinued on next page) 
140 
i 
Combined 
Juries 
(5) 
16 
13 
10 
8 
74 
74 
141 
Table 2. (continued) 
Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
Item General Music- Professors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) (4) (5) 
133. The sonata form is the 
basis for nearly all in-
strumental music of the 
period: the symphony, 
the concerto; chamber 
music, and the keyboard 
sonata (3) •....••.•..•.. 64 76 75 71 
158. Concertos are orchestral 
works·with one or more 
threads of solo music 
interwoven into their 
texture (4) ...•....•.... 56 76 75 68 
147. Franz Joseph Haydn ex-
emplified the classical· 
ideals in his music (5). 56 60 **80 64 
148. Wolfgang Mozart was a 
classicist in his musi-
cal composition· (6) •;. ; . 52 64 70 63 
149. Ludwig van Beethoven was 
a master of the classi-
cal symphony in his 
early career (7) ........ 60 60 65 62 
132. The most significant 
structural principle 
evolved and established 
in this Classical period 
is the son~ta form (8) .. 56 64 60 60 
162. Haydn was the important 
classical composer of 
oratorios (9) • : •.•.. ~ • : . 56 60 50 55 
(continued on next page) 
Table 2. (continued) 
Jury Jury .Jury 
Number 1: Number 2; .Number 3: 
Item General Music 
Educators Directors 
(1) 
150. Haydn's themes are 
lively, folk-like in 
style, cheerful, and 
robust (10L5) .•......... 
160. The string quartet de-
veloped during .this time 
(10.5) .•.•.....•....•...• 
122. Objectivity on the part 
of the artist towards · 
his music is a major 
charac_teristic of .the 
(2) 
52 
40 
Classical period (12)... 56 
134. The first movement of 
the classical sonata 
usually follows a basic 
structural plan known as 
a sonata-allegro form, 
which consists of three 
principal sections: ~­
position, development, 
and recapitulation (13). 48 
123. Emotional restraint is .a 
marked tenet pf the 
classical composer (15.51l 40 
124. The classical spirit is 
more clearly manifest in 
instrumental music than 
it is in opera and other 
dramatic forms, during 
this period (15.5) ..•... 56 
(3J 
64 
60 
48 
48 
52 
36 
(continued on next page) 
Profe·ssors 
of Music 
Education 
(4) 
45 
**65 
50 
50 
50 
50 
142 
I 
Combined 
Jurie·s 
(5) 
54 
54 
52 
49 
47 
47 
Table 2. (continued) 
Item 
(1) 
135. The second movement of 
the sonata is in slow 
tempo (15.5) •••....•.... 
137. The third movement of 
the sonata is the minuet 
called a song form with 
trio. In. the Classical 
period this movement was 
optional. It was used 
in all four-movement 
symphonies, quartets, 
and in relatively few 
keyboard sonatas. It 
was omitted in three-
movement symphonies and 
sonatas (15. 5) ..•.•..... 
139. The fourth movement of 
the sonata form is in a 
lively tempo (allegro 
or presto) (18.5) •..••.• 
164. MOzart wrote church 
music: masses, a 
Requiem Mass, litanies, 
vespers~ and motets 
(18.5) •.....••.....•..•. 
163. Haydn wrote church 
music: masses, offer-
tories, motets, and 
other miscellaneous re-
ligious choral music 
(20) .................. ···-· 
Jury Jury Jury 
Number 1: Number 2 • .Number 3: 
General Mueric 
Educators Directors 
(2) (3) 
44 48 
44 48 
40 48 
60 44 
52 48 
Professors 
of Music 
Education 
(4) 
50 
50 
50 
**30 
30 
(continued on next page) 
143 
' Combined 
Jurie·s 
(5) 
47 
47 
46 
46 
44 
144 
Table 2. (c·ontinued) 
' 
., Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
Item General Music Professors Juries 
Educators Directors of Music 
Education 
(f) (2) (3) (4) (5) 
125~ 'the clarification of 
form is a major charac-
teristic of the classi-
cal period (21. 5) ....... 28 44 *60 43 
157. The classical concerto 
is a three-movement 
form (21. 5) •.•....•..•.. 40 52 35 43 
152. Haydn's melody and har-
mony are usually simple 
and clear (23) •. ~ ..••... 48 40 35 41 
130. In classical music) har-
mony showed a remarkable 
simplicity until the 
time of Beethoven (24) •• 44 44 . 30 40 
126. The melodic form is in-
dividual and has a· com-
pact character, and it 
is often folk-like-in 
its clarity and simpli-
city (25) ............... ,· 40 40 25 35 
145. Haydn-added the minuet 
between the second and 
last movements-of the 
symphony (27) ..........• 36 36 30 34 
151. The phraseology in 
Haydn's music is marked 
and clear (27) ......•..• 44 36 **20 34 
156. Mozart-expressed great. 
refinement in his music 
(2 7) . Ill •••••••••••••••••• 40 36 25. 34 
(continued on next page) 
Table 2. (continued) 
Item 
(f) 
165. Christoph Willibald von 
Gluck~ along with Mo-
zart, represented the 
classical spirit' in 
opera (29) .•..•.•....... 
153. Mozart's themes are 
subtle, and are.quite 
unlike folk-music (30) .. 
138. The song formwith trio 
is in moderate or fast 
tempo, in ~hree-four 
time (32) •.•.••••.••.••. 
140. The structure of the 
fourth movement of the 
sonata form varies: it 
is often in either 
first, second, or third 
rondo form. Sometimes 
it is in sonata-allegro 
form (32) ..••••.•.••.... 
144. From the Italian over-
ture, the basic move-
ments of the symphoay 
were derived: fast, 
slow, fast (3,2) ..••••.•• 
136. A variety of structural 
plans are employed for 
the second movement of 
the sonata: for example, 
the first rondo; song 
forms; variations, so-
nata-allegro form, and 
sonatina form (34) ..... 
Jury Jury Jury 
Number 1: Number 2 • .Number 3: 
General Music- Professors 
Educators Directors of Music 
Education 
(2) (3) (4) 
36 36 30 
40 24 30 
20 40 30 
20 36 35 
44 32 **15 
24 36 30 
(continued on next page) 
145 
I 
Combined 
Juries 
(5) 
33 
32 
30 
30 
30 
29 
Table 2. (continued) 
Item 
(1) 
129. The classical masters 
paid considerable atten-
tion to dynamic shading 
in their music (35.5) ... 
141. Carl Philipp Emanuel 
Bach, the son of Johann 
Sebastian Bach, con-
tributed to the early 
development of the so- · · 
nata (35.5) ...•......... 
143. The term 11 sinfonia," 
from which the symphony 
was derived, appiied to 
various forms of instru-
mental music in the 17th 
century (37 .5) .... ~ ..... 
146. Form of the symphony be-
came conventionalized 
with standard relation-
ship of thematic mate-
rial and keys · (37. 5) .... 
127. Melodic form replaces 
the long lines arid fig-
uration styles of 
baroque music (39)_ ..... ·• 
128. Distinct thematic mate-
rial gives homophonic 
style a decidedpreced-
ence over polyphonic 
style. Counterpoint is 
still employed, but it 
is of secondary impor-
tance (40.5) •.•...•.•... 
146 
Jury Jury .Jury 
Number 1: Number 2: .Number 3: Combined 
General Music Professors Juries 
Educators Directors of Music 
Education 
(2) (3) (4) (5) 
32 32 15 27 
32 28 20 27 
28 32 10 24 
16 28 30 24 
12 28 25 21 
8 24 30 20 
(continued on next page) 
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Table 2. (cont±nued) 
., Jury Jury Jury 
' Number 1: Number 2: .Number 3: Combined 
Item General Music- Professors Jurie·s 
Educators Directors of Music 
Education 
_(1) (2) (3) (4) 75) 
154, Mozart inclined towards 
chromaticism in his work 
( 40. 5) ••.•..•........••.. 28 24 5 20 
131. Phrases developed a 
clarity and were shorter 
and more regular than 
those of the Baroque 
period (42. 5) ........... 8 24 25 19 
155. The phraseology of Mo-
zart's music is irregu-
lar and extended (42.5). 24 24 5 19 
159. Small orchestral forms 
used in this period were 
the serenade and diver-
timento, names that·ap-
parently were used inter 
changeably (44) ..•....•. 8 24 15 16 
F The Romantic Period 
(1820-1900) 
205. Frederic Chopin was one 
of the world's greatest 
composers of piano music 
(1) •.••.••..•.•....•••.. 72 84 85 80 
194. The most important fig-
ure in 19th century 
opera was Richard Wagner 
(2) ..•.. • ..•.•..•..•..... 68 76 85 76 
166. The term 11Romanticism11 
defines a period charac-
terized by individualism 
(3) ................... -.-.~ .. 64 76 80 73 
(continued on next page) 
148 
Table 2. (continued) 
, Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
Item 
(1) 
195. Wagner achieved a fusion 
of the arts in his music 
dramas. Music~ poetry, 
and stagecraft were 
fused to form a new dra-
matic whole (4) ........ . 
210. Johannes Brahms was 
noted for his. songs~ 
symphonies, chamber mu-
sic, choral, and piano 
works (5) ...•........•.. 
200. In program music the 
composer attempted to 
tell a story or convey a 
pictorial impression or 
description to the lis-
tener, by means of his 
music (6)_ ..••....••..•...• 
207. Franz Schubert was a 
writer of symphonies, 
piano music, and songs 
General 
Educators Directors 
(2) (3) 
68 72 
60 80 
56 68 
(8)..................... **60 84 
208. Robert Schumann was a 
noted composer of the 
symphony, song, and 
piano music (8) ...•.•.•. 
213. Franz Schubert was the 
greatest master of the 
art song (8) ........••.. 
64 
52 
76 
72 
.(continued on next page) 
Professors 
of Music 
Education 
(4) 
75 
70 
**85 
65 
65 
*85 
Juries 
(5) 
71 
70 
69 
68 
68 
68 
Table 2. (continued) 
Item 
(1) 
172~ Nationalism is a marked 
characteristic of this 
period,. as countries 
fostered their own 
styles centered around 
folk music (10) •....•... 
223. Peter Ilych Tschaikovsky 
was a great Russian com-
poser, famous for his 
operas, symphonies, and 
songs (11) ••...•.•.•.••. 
209. Franz Liszt was noted as 
a pianist and as a writei 
of the symphonic poe~ 
(12) .•.••••...••.•...... 
206. Felix Mendelssohn was 
the greatest composer of 
. oratorio during the 19th 
century. He also wrote 
piano and choral music 
and symphonies (13) •..•• 
189. In the 19th ·century 
Italian opera flourished 
it was dominated by the 
works of Rossini, Bel-
lini, Donizetti.,. and 
Verdi (14.5) •... , ...••.. 
219. The Viennese waltzes of 
Johann Strauss were com-
posed in the 19th cen-
tury (14. 5) ............ . 
149 
Jury Jury Jury 
Number 1: Number 2; .Number 3: Combined 
General Music-
Educators Directors 
(2) (3) 
52 n· 
60 80 
qO 64 
68 60 
68 64 
56 **76 
Professors 
of Music 
Education 
(4) 
**80 
60 
70 
60 
50 
50 
Juries 
(5) 
67 
66 
64 
63 
61 
61 
(continued on next page) 
Table 2. (continued) 
Item 
(1) 
173, The 19th century was 
dominat~d by four prin-
cipal media: the-piano, 
orchestra, solo song 
with piano accompani-
ment, and op~ra (16) •••• 
167. Emotionalism in music is 
a characteristic of this 
period (17.5) .•..••.•... 
226. Edvard Grieg represented 
Norway in this era (17.5) 
199. Progra~music was more 
important in this period 
than in.any.other.period 
in the his.t:fory of music 
Jury Jury Jury 
Number 1: Number 2: .Number 3: 
General Music Professors 
Educators Directors of Music 
Education 
(2) (3) (4) 
56 52 70 
60 52 55 
52 *72 40 
(20) . . . • • • .. . . . • • • . • . . . . . **32 60 *75 
227. Grieg showed an intense 
spirit of nationalism 
in his works (20) ...•.•. 
229. Richard Strauss created 
symphonic poems~ operas, 
and songs (20) .• ." ...••.. 
186! The principal orchestral 
works of Beethoven are 
nine symphonief!, the 
Leonore and Coriolanus 
Overtures~ and the Pro-
metheus ballet music 
(22) .................... . 
52 *72 
52 60 
52 56 
(continued on next page) 
35 
50 
50 
159 
I 
Combined 
Juries 
75) 
59 
56 
56 
54 
54 
54 
53 
Table 2. (continued) 
Item 
(1) 
183. Ludwig van Beethoven, in 
the middle and late pe-
riods of his life, was a 
romantic in his work. 
224. 
228. 
He broke the confines 
and the artificial re~ 
straints of classicism 
(24) •.••••..........•.... 
Russian music flourished 
at this time, stimulated 
by the spirit of nation-
alism fostered by Nic-
olai Rimsky-Korsakov, 
MOdest Petrovitch MOus-
sorgsky, and Alexander 
Borodin in their works 
(24) .................... . 
/. Antonin Dvorak portrayed 
Bohemian nationalism in 
his works during this 
period (24) .•..•.•.••... 
197. Three fundamental bases 
of Wagner's libretti are 
(1) German folk lore, 
mythology, and legend; 
(2) romantic mysticism, 
the supernatural, and 
the mediaeval; and (3) 
the idea of redemption, 
often associated with 
some religious implica-
tions (26) ••• ~····~··~·· 
151 
Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
General Mus-ic- Pro-fessors Juries 
Educators Directors of Music 
Education 
(2) (3) (4) (5) 
48 44 65 52 
52 60 40 52 
48 60 45 52 
52 44 55 50 
(continued on next page) 
Table 2. (continued) 
Item 
. (f) 
180. New stylized dances of 
this period were the 
waltz, mazurka, and 
Jury Jury .Jury 
Number 1: Number 2' .Number 3: 
General Music 
Educators Directors 
(2) (3) 
Professors 
of Music 
Education 
(4) 
polonaise (27.5) •..••... **40 **64 40 
204. A symphonic poem is a 
large free form in one 
movement •. It.is.pro-. 
grammatic, and is on 
either a narrative~ pic-
torial, or descriptive 
basis (27 .5)., .••...•••. 
203. The symphonic poemwas 
originated by Franz 
Liszt (29) ..•....•.•.•.. 
171. Emotional expression in 
terms of personal feel-
ing and sentimentality 
are everywhere present 
in the works of various 
composers (31) ••.•.•..•• 
174. Romantic melody is char-
acterized by warmth of 
personal feeling. It is 
less regular in phras-
eology. than classical 
melody (31) •....•....... 
188. Beethoven wrote for the 
piano, violin sonatas, 
string trios, and string 
quartets (31) •.•..•••• ~. 
44 
60 
36 
32 
52 
**40 
44 
48 
48 
44 
(continued on next page)· 
65 
**30 
45 
50 
30 
152 
I 
Combined 
Jurie·s 
(.5) 
49 
49 
46 
43' 
43 
43 
Table 2. (continued) 
Jury. Jury Jury 
Number 1: Number 2: Number 3 ! 
Item General Music· 
Educators Directors 
(1) (2) (3) 
193. Georges Bizet, Caesar 
Franck~ Jacques Offen-
baehr Camille Saint-
Saens were important 
French composers of the 
last half of the 19th 
century (33.5) ..•...• ~ •• **32 
212. Germany contributed most 
to the development of 
the art song, .. or lied ' 
(German art song) (33.5) *20 
169. The favorite subjects of 
the composers of this 
period were ·drawn . from .. 
ancient and mediaeval 
times, from the super-
natural, the weird, and 
the mystic, and from 
nationalism (35) ..•.• ~.. 36 
184. Beethoven was a great-
master of thematic mate-
rial. He employed two 
broad types of melody, 
the short motivai first 
themes in sonatas and 
symphonies; and the 
beautiful cantabile. 
melody (37. 5)........... 44 
196. Wagner wrote his own 
libretti (37.5) ••. ~·· ... 
201 . .The chief exponent of 
the program symphony was 
Hector Berlioz (37.5) ... 
36 
48 
56 
56 
44 
36 
40 
**44 
(continued on next page) 
Professors 
of Music 
Education 
(4) 
35 
**50 
40 
35 
40 
**20 
153 
Combined 
Juries 
(5) 
41 
41 
40 
38 
38 
38 
- -
154 
Table 2. (continued) 
' Jury Jury Jury 
Number 1: Number 2• . .Number 3: Combined 
Item General Music- Professors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) (4) TsY 
211. The accompanied art song 
was one of the most sig-
nificant deve~opments of 
the 19th century (37.5). *20 52 **45 38 
191. Giacomo Meyerbeer, 
Charles Gounod, and 
Jules Massenet were fa-
mous writers of this 
dramatic type (40) •..... 40 44 25 37 
170. Individualism is mani-
fest in the great diver-
sity of styles of indi-
vidual composers (41. 5). 40 32 35 35 
187. The great vocal works of 
Beethoven are the opera 
"Fidelia," the oratorio 
Christus am Olberg, and 
the Missa Solemnis in D 
(41.5) ...•..•... :.: •..•. 48 36 **20 35 
168. Subjectivity on the part 
of the composer is 
marked in this period 
(45) ...••.........•...... 32 32 40 34 
190. French grand opera of 
this period is grandiose 
and dramatic (45) ....... 40 36 25 34 
(continued on·next page) 
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Table 2. (continued) 
Jury Jury Jury 
Number 1: Number 2 • .Number 3: Combined 
Item General Music-
Educators Directors 
(1) 
198. Wagner used leitmotifs 
throughout his operas. 
These thematic ideas are 
connected with a partic-
ular person, idea, sit-
uation, or mood, and the 
are variable according 
to the dramatic re-
quirement of the moment 
(2) 
(45)............... .. . . . • **16 
202. The symphonic suite con-
sists of several move-
ments of a related pro-
grammatic nature, but it 
is descriptive rather 
than narrative (45).~ ... **44 
221. The principal contrib-
utors to symphonic lit-
erature in the Romantic 
period came from·Ger- · 
many (45) . . . . . . . . . . . . . . . 36 
1~1. Romantic composers ex-
panded the classical 
symphony with new·free-
dom of expression. They 
retained the broad out-
lines of the classical 
symphonic structure 1 ·but 
handled the thematic 
material much more 
freely (49) ............• 28 
(3) 
40 
48 
36 
24 
(continued on next page) 
Professors 
of Music 
Education 
(4) 
*50 
30 
30 
40 
Juries 
(5) 
34 
34 
34 
30 
Table 2. ('contin1,1ed) 
Jury Jury Jury 
Number 1: Number 2: .Number 3: 
Item General Music· 
Educators Directors 
(1) 
214~ Art songs were often 
composed to the verses 
of one poet. Such 
groups were called song 
cycles (49) .... ~········ 
220. The chief contribution 
of France in the 19th 
century was opera (49) •. 
192. Opera Comique developed 
_(2)_ 
24 
40 
into an operetta kind of 
entertainment (51) .. _. . . . **20 
179. The classical sonata 
form in piano music was 
replaced by various. ;Er~~ 
forms such as the ro-
manza, fantasy, ara-
besque, nocturne, and 
the ballad, and by other 
types of descriptive 
pieces (52.5) ••••••• ~ ••• 
185. The sonata form was 
varied by Beethoven. He 
sometimes used variation 
form as an opening move-
ment or free fantasy. 
He replaced the third 
movement minuet with a 
scherzo. He varied the 
number and type of move-
ments in his.later.works 
(52.5) .......•....•..... 
12 
16 
(3) 
36 
*40 
**44 
32 
28 
(continued on next page) 
Professors 
of Music 
Education 
(4) 
30 
*5 
15 
30 
30 
156 
Combined 
Juri e.g 
(5) 
30 
30 
27 
24 
24 
Table 2. (continued) 
Item 
(:(.) 
182, The romantic concert 
overture is usually of 
modified sonata-allegro 
form; with more struc-
tural definitude than 
the symphonic poem. It 
is dramatic or descrip-
tive in nature (55) ..... 
215. A strophic song is one 
in which the same music 
is used for each stanza 
(55) .•..•........•••. ~·. 
222. In the second half of 
the Romantic period, 
France began to contrib-
ute much to the enormous 
literature of the time 
(55) .•......•....•....•. 
216. A through composed song 
is one in which the 
music changes with each 
stan:z;a (57) ......•...... 
175. The harmonic idicim ex-
pands into new chords 
and new chord progr·es-
sions. There is a 
greater .use of chromat-
icism and altered 
chords (58.5) ....•.•.... 
157 
, Jury Jury .Jury 1 
Number 1: Number 2: .Number 3: Combined 
General Mus-ic-
Educators Directors 
i2)_ 
., 
! 
12 
12 
28 i 
**8 i 
' ;
:; 
! 
I 
I 
I 
! 
8 ·\ i 
I 
; 
(3) 
28 
32 
24 
32 
24 
Profe·ssors 
of Music 
Education 
(4) 
30 
25 
15 
25 
**35 
Juries 
(5) 
23 
23 
23 
22 
21 
(continued on ~ext page) 
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Table 2. (continued) 
Jury Jury .Jury 
Number 1: Number 2: .Number 3! 
Item General 
Educators Directors 
(1) (2) 
225. Many piano and violin 
sonatas, s-tring trios 7 
and string quartets are 
products of the Romantic 
period (58.5)........... **16 
178. Counterpoint was seldom 
used> other than in a 
very secondary role (60) 
176. Modulation is used more 
for its own effect than 
as a function. to. get. -
from one key to another 
( 61) ........ <li ................... . 
217. The through composed 
song plan is used-more 
extensively than the 
strophic in song lit~ 
erature (62.5) •.•...•... 
218. French song composers 
contributed much to song 
literature during this· 
period (62.5) ...•..•. ; .. 
177. The basic-concept of key 
feeling was still intact 
in the 19th century, but 
there was more tonal ob-
scurity, fluid modula-
tions .-dimming the key 
feeling of whole pas~ 
sages (64) •.•..••.....•• 
8 
16 
4 
8 
0 
(3) 
*40 
28 
20 
20 
24 
20 
(continued on next page) 
Professors 
of Music 
Education 
(4) 
5 
20 
10 
15 
'· 5 
5 
158 
I 
Combined 
Juries 
(5) 
21 
19 
16 
13 
13 
8 
159 
Table 2. (continued) 
.. , Jury Jury Jury J 
Number 1: Number 2: .Number 3: Combined 
Item General Music- Professors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) (4) (5) 
G . Modern Music (1800-1956) 
241. Native American jazz has 
had art intense effect on 
serious music. This ef-
feet is seen in instru..:. 
mentation, certain har-
moniC: devices, rhythmic 
styles, and the use of 
the blues ( 1) ..•.. ~ ..... **68 92 90 83 
242. The development of jazz 
has passed through sev-
eral stages of evolution 
from ragtime, to the 
blues, up until the· 
present-day jazz (2) .... **56 84 70 70 
262. Important American com-
posers of this century 
are Charles Loeffler, 
Frederick Converse; · 
Henry Hadley, Edward 
Burlingame Hill, Charles 
Ives, John Alden Carpen-
ter, Walter Piston, 
Howard Hanson; Roger 
Sessions, and George 
Gershwin (3) ..••.....•.. 65 80 60 68 
261. Jean Sibelius is the 
most famous of Finnish 
composers. It can be 
said he is one of the 
really great composers 
of the 20th century (4). 56 72 65 64 
(continued on next page) 
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Table 2. (continued) 
Jury Jury Jury 
Number 1: Number 2: .Number 3: 
Item 
(1) 
233. One of the most impor-
tant pioneer composers 
of this period is Igor 
General Music· 
Educators Directors 
{2) (3) 
Stravinsky (5).......... 56 60 
250. MOdern harmony makes an 
extensive use of sharp 
dissonance (6) .......... **48 
259 B /1 /k . . . e a Barto Ls a prLn-
cipal Hungarian composer. 
He was influenced in his 
work first by Brahms, 
then by impressionism, 
and later by Schoenberg, 
Stravinsky, and the folk 
music of his native 
land (7) .•.......•...... 
230. The modern spirit in 
music is represented by 
a return to objectivity 
and the principles of 
classicism (9) .•........ 
238. Claude Debussy·wrote 
piano music, orchestral 
works, tonepoems, im-
pressionistic suites, 
songs, and one opera, 
"Pelleas and Melisande'' 
(9) ......•............•. 
255. Maurice Ravel is one of 
the greatest orchestra-
tors and French musi-
cians of the 20th cen-
tury (9) .....•....•...•. 
56 
56 
48 
52 
72 
64 
56 
60 
60 
(continued on next page) 
Professors 
of Music 
Education 
(4) 
65 
50 
45 
45 
50 
45 
160 
Combined 
Juries 
(5) 
61 
57 
56 
53 
53 
53 
T~ble 2. (continued) 
Jury Jury .Jury 
Number 1: Number 2: .Number 3: 
Item General Mus-ic Professors 
Educators Directors of Music 
(1) 
258. Ralph Vaughan Williams 
is an important 20th 
century English composer 
(11) ....••... ~············ 
236. Impressionism developed 
in the arts in the last 
half of the 19th century 
This movement carried 
over into music in the 
hands of Claude Debussy 
(13) .••....•.........•.. 
237. Impressionistic music 
has refinement, deli-
cacy, vagueness, and an 
overall shimmering at-
mosphere (13) . · ..••....... 
257. Al~xander Scriabin, 
Serge Prokofiev; and 
Dmitri Shostakovitch are 
modern Russian composers 
(13) ..................... . 
243. Ballet grew tremendously 
during the 20th c~ntury, 
influenced by Diaghilev 
(2) 
44 
36 
36 
44 
and Stravinsky_ (15),.... 40 
248. Modern rhythms are more 
complex~ have a greater 
variety of rhythmic pat-
terns, and greater elas-
ticity of rhythm (16) •.. **32 
(3) 
60 
56 
52 
56 
52 
60 
(continued on next page) 
Education 
(4) 
45 
**60 
50 
50 
45 
161 
! 
Combined 
Juries 
(5) 
52 
50 
50 
50 
47 
46 
--- -
Table 2. (continued) 
Item 
(1) 
239, The term 11 expressionism11 
means the expression of 
the inner self, as op-
posed to impressionism 
as an expression of ex-
ternal things (17) ..... . 
240. Arnold Schoenberg was an 
exponent of expression-
ism in his music (19) ... 
245. The whole~tone scale-is· 
a scale of six tones 
within an octave .. De-
bussy was the-principal 
composer to feature this 
device (19) ............ . 
256. Prominent French com~ 
posers of the 1920 1 s are 
Darius Milhaud, Arthur 
Honneger, and-Eric Satie 
(19) •.... ., .........•..... 
260. Twentieth century Span-
ish music is highly 
colored by natiorial-
sty.le. It is basically 
romantic, or impression-
istic (21) .........•.... 
232. The French school of im-
pressionism is .a reac-
tion against the German 
Romantic school (22) ..•• 
Jury Jury Jury 
Number 1: Number 2: .Number 3! 
General Mu5ic Professors 
Educators Directors of Music 
Education 
(2) (4) 
40 40 40 
36 40 30 
24 44 40 
40 **44 20 
44 *44 *10 
28 **44 20 
(continued on next page) 
162 
I 
Combined 
Juries 
(5) 
40 
35 
35 
35 
34 
32 
---- -- -- - --
-
163 
Table 2. ('continued) 
., Jv.ry Jury Jury 
Number 1: Number 2: .Number 3: Combined 
Item General Musi<: Professors Juries 
Educators Directors of Music 
Education 
(1) -(2) (3) . (4) (5) 
244. A 20th century feature 
is multitonality, which 
is the use of numerous 
remotely related keys, 
introduced-one after 
another with daring.mod~ 
ulations, or even with-
out any modulation CB.S) *16 **52 25 31 
246. An innovation of the 
20th century is the use 
of two or more keys si~ 
multaneously. This is 
called polytonality 
(23. 5) •.•.•.•..•.•...... 20 36 40 31 
231. In the modern period, 
reaction against the 
dominant German romantic 
traditions are manifest 
by the development of 
nationalism and nation-
alistic styles.in other 
European countries (26). 32 36 20 30 
249. A significant develop-
ment of the 20th century 
is a return of interest 
in polyphonic writing, 0 
subject, of course,. to 
the harmonic and melodic 
concepts of the 20th 
century (26) ........••.. 
251. Time signatures such as. 
five-eight, seven-eight, 
and ten-eight are common 
in modern music (26) .... 24 36 30 30 
(continued on next page) 
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Table 2. (continued) 
Item 
235. The principal composers 
of the necromantic group 
are Gustav Mahler, Anton 
Bnuckner, and, in some 
respects, Jean Sibelius 
(28) .•...••......••...... 
254. In this period no new 
forms have been de-
veloped; treatment of 
formal structure is 
free; formal structures 
show a tendency towards 
simplicity and'clarity 
(29) .... , ................. . 
252. In the 20th century 
there is an attempt to. 
return to the free non-
metric rhythms of plain-
song (30) •••.••..•...•.. 
253. The most notable change 
of melody is towards ex.,.. 
treme angul~rity, which 
is the use of wide in· 
terval skips in the mel-
odic line (31) ...••.•.•. 
247. Atonality implies a com-
plete negation of any 
implication of key feel-
Jury Jury Jury 
Number 1: Number 2: .Number 3 ~ 
General Music- Professors 
Educators Directors of Music 
Education 
(2) (3) (4) 
24 40 20 
32 32 15 
32 20 20 
24 24 20 
ing (32) • . . • • • • • • • • • . . • • ** 4 28 **35 
(continued on next page) 
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I 
Combined 
Juries 
(5) 
29 
27 
24 
23 
21 
, __ 
---- - - . 
Tabie 2. (continued) 
; Item 
(1) 
234. The term "neoromanticisni 
in modernism is applied 
to the continuance of 
German romantic tradi-
tions (33) •.....••...... 
H. Structural Designs of Musical 
Composition 
264. Form in music is the re-
sult of an organization 
of the various musical 
materials--rhythm, mel-
ody, harmony. They·are 
formed into patterns 
that follow one or the 
other in orderly succes-
sion, and in a series of 
likenesses and contrasts 
(1) .... ., .................. . 
275. A musical composition is 
usually built around a 
central theme or sub-
ject, usually accom-
panied by other lesser 
important themes. It 
g~l;lerally grows out of 
the way the composer ar-
ranges these themes and 
modifies them through 
the devices of repeti-
tion, variation, .and 
contrast (2) ...•..•..... 
Jury Jury Jury 
Number 1: Number 2! .Number 3: 
General Musia Professors 
Educators Directors of Music 
Education 
(2) (3) 
16 24 15 
56 60 55 
52 56 55 
(continued on next page) 
165 
Combined 
Juries 
19 
57 
54 
I 
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Table 2. (continued) 
Item 
(1) 
270. A composition may have 
an introduction and an 
ending, called the coda 
( 4) .••..........•......• 
273. A subject is a musical 
idea which may be re-
peated or developed in _ 
the course of a composi-
tion. The subject may 
be a complete idea, con-
sisting of one or more 
periods; or it may be a 
mere fragment, such as 
a single motive (4) ...•. 
279. A phrase is generally 
made up of four meas-
ures; however, in elab-
orate f6nils of composi-
tion the phrase is 
freely contracted or ex-
panded (4) •..•.•.•..•... 
297. Variety in musical form 
is secured by the alter-
nation of contrasting 
ideas, or by the intro-
duction of new details 
(6) ..•...... ; .•......•... 
263. Musical form has a his-
tory of structural 
evolution (7) ... ~ ...•.•. 
·. 
Jury 
Number 1: 
··General 
Educators 
(2) 
36 
44 
40 
44 
60 
Jury Jury 
Number 2: .Number 3: 
Musia Professors 
Directors of Music 
Education 
(3) (4) 
52 **60 
48 55 
56 50 
44 55 
44 **30 
(continued on next page) 
166 
Combined 
Juries 
(5) 
49 
49 
49 
47 
46 
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Table 2. (continued) 
Item 
_(l) 
274. The form of a musical 
composition may range 
from that of a single 
sentenceto an ~laborate 
architectural structure 
composed of figures, 
motives, phrases, peri-
ods~ and divisions, all 
arranged in symmetrical 
Jury Jury 
Number 1: Number 2: 
General Musia 
Educators Directors 
(2) (3) 
and unffied order (8.5) .. **32 56 
282. Compositions in which 
two or more periods are 
combined are said to be 
in song form (8. 5)...... 36 
283. A composition in which 
only two periods appear 
is called two-part song 
form. It is also known 
as small two-part form, 
or binary form. It is 
designated a.s . .AB . form 
(10. 5) . • . . • • . • . . . . • . • . . . **24 
284. A composition of three 
periods in which'the 
third period.ustially re-
peats, either closely or 
appro~im~t~ly,.th~.mat~­
rial of the first period 
is cal~ed three-part 
song fprm., small three-
part form, or ternary 
form. ! It is designated 
as ABA form (10.5) ..•••• **24 
52 
52 
52 
(continued on next page) 
Jury 
.Number 3: 
Professors 
of Music 
Education 
(4) 
45 
45 
**55 
**55 
167 
Combined 
Juries 
(5) 
44 
44 
43 
43 
168 
Table 2. (c·ont±nued) 
Jury Jury Jury 1 
Number 1: Number 2: .Number 3: Combined 
Item General Music- Professors Juries 
Educators Directors of Music 
(1) 
266, Unity in creating musi-
cal forms is secured by 
the persistence. of a 
given measure, by the 
regular occurrence of an 
accent or group of ac-
cents, and by the repe-
tition--either exact or 
suggestive--of musical 
ideas (12. 5) ..•.......... 
281. One-part form (unary) 
uses but a single theme 
in an entire piece 
(2) 
52 
(12. 5) . • • . . . • . • . . . . • . . • . **28 
272. The recapitulation is 
gererally a recurrence 
of the exposition. It 
sometimes·is a nearly 
exa~t reproduction of 
it; or sometimes it as-
sl,lmes the appearance of 
a new ye:p;;ion.of.the.e~-:­
position and becomes a 
more independent part of 
the design (14).:....... 28 
280. Two or more phrases make 
a period;.tw~ or more 
periods make a division; 
and.divisions may com-
bine to form parts or 
movements (15.5) ..•.•... 28 
(3.) 
36 
52 
44 
44 
(continued on next .page) 
Education 
(4) 
35 
45 
50 
45 
(5) 
41 
41 
40 
38 
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Table 2. (continued) 
' Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
Item General Music: Pro.fessors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) (4) (5) 
288. The first movement of 
the sonata is built on 
the sonata-allegro form. 
It is designed in the 
following manner: 
. Sonata-Allegro Form 
Introduction. (o.ptional) 
I. Exposition 
(a) First subject, in 
tonic key; 
(b) Transitional pas-
sage; 
(c) Second subject., 
in key of con-
trast. 
II .. Development 
III. Recapitulation 
(a) First subject, in 
tonic key; 
(b) Transitipnal pas-
sage; 
(c) Second subject, 
in tonic key. 
Coda (optional) 
In the exposition, if 
the first subject is in •' 
a major key, the second 
will be in a dominant 
key. If the first is in 
a minor key, the second 
will be in its relative 
major (15.5) .•....•....• 28 36 **55 38 
(continued on next page) 
r- ~----
Table 2. (continued) 
Item 
(1) 
268. Sections of a composi-
tion in which a subject 
is definitely stated are 
called principal pas-
sages (18) .............. . 
269. Sections which bridge 
over from one principal 
passage to another are 
called transitional 
passages (18) ...•.... , .. 
271. Development sections are 
made up of a varied 
treatment of the sub-
jects in a composition 
and may include new ma-
terials that the com-
poser may care to use 
Jury Jury 
Number 1: Number 2: 
General Music: 
Educators Directors 
_(2) (3) 
36 40 
36 
(18) ..•..... 0 ••••••••• •·. **20 44 
276. When two or more figures 
are connected to form a 
larger section of musi-
cal thought, the result 
is called a motive (20.5 
278. A musical phrase is 
formed by combining two 
or more motives .(20. 5).. **24 
265. Musical form represents 
the psychological need 
of human nature for evi~ 
dence of uniformity and 
variety (22) ........... . 36 
44 
48 
32 
(continued on next page) 
Jury 
.Number 3~ 
Professors 
of Music 
Education 
(4) 
35 
35 
**50 
25 
35 
25 
170 
Combined 
Jurie·s 
(5) 
37 
37 
37 
35 
35 
32 
Tabl~ 2. (continued) 
Jury 
Number 1: 
Item General 
Educators 
(1) (2) 
285. Frequently the third 
part in ternary form 
uses so much new mate-
rial that it could be 
designated as ABC form 
(23) .................•.. **16 
286. Forms may be enlarged by 
repetition, development, 
and variation into four, 
five, or s ix-:part forms 
(24) ....•............... 
289. The sonatina form (little 
sonata) is made up of an 
exposition, followed im-
mediately by the recap-
itulation (25. 5) ........ 
291. The aims of composers 
outnumber the regular 
fundamental forms and, 
therefore, modifications 
of them are unavoidable 
in order to preserve the ·· 
latitude which perfect 
freedom of expression 
16 
24 
demands (25.5).......... 20 
277. A musical figure when 
used to build up a 
phrase, or a theme, or 
a long section of a de-
velopment, may be 
treated and varied in 
certain ways which do 
not prevent its remain-
ing recognizable in the 
Jury 
Number 2: 
Music-
Directors 
(3) 
40 
36 
28 
28 
(continued on next page) 
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Jury I 
.Number 3: Combined 
Professors Jurie-s 
of Music 
Education 
(4) 7s) 
35 30 
-
30 27 
15 23 
15 23 
Table 2. (continued) 
Item 
(1) 
musical design. These 
ways are by transposi-
tion, expansion, con-
traction, augmentation, 
repetition, omission, 
elaboration, simplifica-
tion, ornamentation, 
rhythmic changes, and 
alteration (27.5) ....... 
287. Large compositions are 
made from simple song 
forms by uniting them in 
a three-division cycle, 
just as the single pe-
riods of a three-divi-
sion song form are 
grouped. A song form . 
with a trio is an ex-
ample of this. It calls 
for a first section com-
plete in itself, a sec-
tion called the trio, 
followed by a repetition 
of the first section 
.. , Jury 
Number 1: 
General 
Educators 
(2) 
12 
(2 7 • 5) ....••.•.• ~ . . . • • . . **12 
290. There are three grades 
of the rondo-forms, dis-
tinguished respectively 
by the number of digres-
sions from the principal 
theme: 
The first rondo-form, 
with one digression or 
subordinate theme, and 
one return to the prin-
cipal theme; 
The second rondo-form 
Jury 
Number 2: 
Music· 
Directors 
(3) 
32 
36 
(continued on next page) 
172 
Jury 
.Number 3: Combined 
Professors Juries 
of Music 
Education 
(4) (5) 
20 21 
15 21 
Table 2. (continued) 
Item 
(1) 
with two digressions and 
two returns; 
The third rondo-form, 
with three digressions . 
and three returns (z'9) •. 
I. The Orchestra and Its Instru-
ments 
308. The string choir is.made 
up of the violin, viola, 
cello, and string bass 
, Jury Jury .Jury 
Number 1: Number 2: .Number 3: 
General Music· Professors 
Educators Directors of Music 
Education 
(2) _(3_) (4) 
12 20 10 
(2) . • • • • . • . . . . . . • . . • . . . . **76 100 95 
309. The brass choir is made 
up of the trumpet, 
~rench horn, trombone, 
and tuba ((2) ....•...... **76 
311. The percussion family of 
the orchestra is made up 
of the tympani, bass 
drum, snare drum, cym-
bals, celesta, chimes, 
triangle, tambourine, 
wood-blocks, glochen-
spiel, or6he~tra bells, 
xylophone, and marimba (2)..................... **76 
310. The woodwind choir is 
made up of the piccolo, 
flute, clarinet, d:>oe, 
English horn, alto clar-
inet, bass clarinet, 
bassoon, and contra-
bassoon (4) •.•..•.• ~···· *68 
100 
100 
100 
(continued on next page) 
95 
95 
**95 
173 
I 
Combined 
Jurie-s 
(5) 
14 
90 
90 
90 
87 
-----
Table 2. (cont:tpued) 
Item 
(1) 
313. The string choir is the 
nucleus around which the 
symphony orchestra is 
built (5) ..... ~ .. r•••••• 
327. The oboe has an incisive 
nasal tone of great 
beauty. Composers use 
them to achieve many ef-
fects of tonal color. 
They are often used to 
suggest pastoral or ori-
ental themes, and are · 
adapted to legato and 
staccato playing (6.5) .• 
328. The English horn is an 
oboe,, half as large 
again as the smaller in-
strument. Its tone 
quality is quieter and 
more solid than that of 
the obo-e, being full, 
rich, and sonorous (6.5) 
329. The bassoon can secure 
laughable and grotesque 
effects; it is also used 
as a harmony instrument 
of great color. In its 
lower r~gister it is 
solemn,igrave, and fore-
boding; in its middle 
register it is weird and 
sepulchral in character; 
and its!highest notes 
are dramatic and pene-
trating (8. 5) .•...•..... 
' 
Jury Jury 
Number 1: Number 2: 
General Music· 
Educators Directors 
(2) (3) 
80 92 
76 84 
76 84 
76 80 
(continued on next page) 
Jury 
Number 3: 
Professors 
of Music 
Education 
(4) 
85 
70 
. 70 
70 
174 
Combined 
Juries 
(5) 
86 
77 
77 
76 
Table 2. (continued) 
Item 
(1) 
370. Bells~ chimes, the 
glockenspiel~ celesta, 
xylophone, and marimba 
have definite pitch.in 
the percussion family 
(8. 5) •.•.....•........... 
297. Haydn is called the 
father of the modern or-
chestra because he we~ 
out the undesirable an-
cient instruments; and 
he .left the. instrumenta-
ti.on which, with a few 
changes, became the or-
chestra that we use to-
day (11)., .•.....••.•... 
316. The viola is similar.in 
shape to the violin ex-
.cept that it is one 
fifth larger and has 
heavier strings, and is 
tuned a fifth below it. 
It has a rich, brooding 
tone. It plays the 
third part in a string 
quartet. In the orches~ 
tra it is found pl~ying 
mostly in four~part har-
mony with the first and 
second violins and the 
cellos, It is also used 
for special tone color 
or solo work (11) .•.••. ; 
Jury Jury .Jury 
Number 1: Number 2: .Number 3: 
General Musia · Professors 
Educators Directors 
(2) (3) 
76 80 
68 80 
76 84 
of Music 
Education 
(4) 
70 
75 
65 
(continued o~ next page) 
175 
i 
Combined 
Juries 
(5) 
76 
74 
74 
Table 2. {continued) 
Item 
_(1} 
348. The French hor~ has a 
beautiful velvety tone~ 
a wide playing range, 
dynamic expression, and 
variety of tonal colors . 
(11) .• ~·······~···,····· 
315, The violin has a wealth 
of technique and ef-
fects, such as the trem-
olo, pizzicato. It C?n 
be muted; it can play 
two notes together; 
broken chords of four 
notes can be sounded. 
It can produce delicate 
harmonics. · . Notes· can. be 
played portamento and 
glissando; or can be 
separated by staccato or 
176 
Jury Jury .Jury i 
Number 1: Number 2: .Number 3: Combined 
General Mus-ic- Professors Juries 
Educators Directors of Music 
Education 
(2) (3) (4) 
80 72 70 
(5) 
74 
the bouncing bow called 
11spiccato" (14) ...•..... **60 88 70 73 
325. The woodwind group of 
instruments~ with the 
exception of the. flute, 
derive their tone from 
the vibration-.of r·eeds 
(14) •.•.•...•••......... 
369. The tambourine, casta-
nets, tom-toms, cymbals, 
and triangles are per-
cussion instruments used 
for colorful effects in 
the orchestra (14) ..... . 
76 72 
72 80 
(continued on next page) 
70 73 
65 73 
--,- ----
Table 2. (co1:1tip;ued) 
Item 
336. Sax invented the saxo-
phone~ This instrument 
has gained slowly a 
foothold as a solo in-
strument. It is used in 
the band.and.dance or-
chestra for special ef-
fects, and as a solo in-
strument for particular 
occasions in the. sym-
phony orchestra (16.5);. 
367. The drums are the rhythm 
instruments of music. 
They can carry their 
message without melody. 
They can arouse the 
spirit of war in a 
primitive person; they 
can beat out a mournful 
elegy or express great 
joy. The weird, the .. 
mysterious, the terrible 
can be portrayed with 
tremendous drama and re-
ality.by rhythm being 
played UFOn them.(l6.5). 
317. The cello plays the 
fourth part among the 
strings, both in the 
quartet and the arches~ 
tra, but may be used for 
a solo or obligato pas-
sages. In solo execu-
tion, all technical 
points !of the violin are 
practiqable on the 
177 
Jury Jury Jury 
Number 1: Number 2: .Number 3 : Combined 
General Music Professors Juries 
Educators Directors of Music 
Education 
1_2_)_ (3) (4) 
64 76 75 
68 76 70 
(5) 
71 
71 
(continued on next page) 
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Table 2. (continued) 
Item 
(1) 
cello, within certain 
limitations (19.5) ..... . 
318. The contrabass is the 
largest of the bowed in-
struments. Its .tone 
color is heavy, gruff, 
and ponderous. It plays 
the bass part in the or-
chestra, and also can 
play solo passages. It 
gives the bass of the 
orchestra solidity and 
strength (19 .5) ....•.... 
358. The modern tuba plays 
the bass part in the or-
chestra and has a gruff, 
powerful tone (19.5) .... 
366. The drum has been and is 
played by people of all 
types and levels of cul-
ture throughout the 
world. It is used by 
primitive tribes in the 
heart of Africa, ·and in 
I 
the world's greatest 
symphony orchestras. It 
has been closely associ-
ated with man's entire 
history (19.5) ........•. 
178 
Jury Jury Jury , 
Number 1: Number 2: .Number 3: Combined 
General Mus·ic- Professors Juries 
Educators Directors of Music 
Education 
_(21 (3) (4) (5) 
68 80 60 70 
68 80 60 70 
64 76 70 70 
60 80 70 70 
(continued on next page) 
Table 2. (continued) 
Item 
(1) 
330. The contra bassoon is 
the deepest instrument 
in the orchestra, sound-
ing an octave below the 
bassoon. It sounds like 
the tone of a deep-
voiced organ pipe (23) .. 
333. The clarinet in its low 
register, called the 
chalumeau, is sonorous 
and mellow. The middle 
register is clear, sweet 
and strong, penetrative 
and expressive. The 
upper register is bril-
liant and is sometimes 
inclined to have a· 
"reedyl1 quality. It has 
tremendous agility, 
variety of tonal offer-
ing~ limited mainly by 
the ability of the per-
former (23) .........•... 
337. In brass instruments, 
tone is produced by 
pressing the lips 
against a mouthpiece and 
blowing through them. 
If the lips are stiff-
ened, they will vibrate 
regularly and transmit 
their vibrations to the 
air column in the tube, 
causing tone to be pro-
duced in the instrument 
(23) ..... 0 • 0 0 ••• 0 •• 0 ••• '. 
Jury Jury Jury 
Number 1: Number 2: .Number 3: 
General Music Professors 
Educators Directors of Music 
Education 
(2) (3) -(4) 
80 60 
56 76 75 
72 64 70 
(continued on next page) 
179 
; 
Combined 
Juries 
(5) 
68 
68 
68 
180 
Table 2. (continued) 
Jury Jury .Jury 
Number 1: Number 2: .Number 3: Combined 
Item 
(1) 
324. The piccolo is a half-
size flute and plays an 
octave above the flute. · 
It has weak and hollow 
tones in its lower reg-
ister; in its second oc-
tave it is bright and 
joyous, while its upper 
notes are shrill and 
piercing in quality. It 
is used mainly £or spe-
cial effects in the or-
chestra (26) .•. w•••••••· 
345. The trumpet plays with a 
bold, clear, sharp tone; 
the cornet has a soft, 
mellow,_ broad tone (26). 
354. The trombone used. in the 
orchestra is the tenor 
trombone. It can ex-
press musical effects 
that are menacing and 
formidable, or produce 
effects that are heroic, 
majestic, gloomy; or 
calm and imposing (26) .. 
323. The flute is the most 
agile of the wind in-
struments, being sur-. 
passed only by the vio-
lin in technical capa- . 
bilities (28) .•..••...•. 
General Music-
Educators Directors 
(2) (3) 
68 72 
64 68 
64 72 
64 68 
(continued on next page) 
Professors 
of Music 
Education 
(4) 
60 
70 
65 
65 
Jurie·s 
(5) 
67 
67 
67 
65 
Table 2. (continued) 
Item 
_(1) 
292. The beginning of the 
modern orchestra oc• 
curred in about the 
middle of the 16th cen-
tury on a primitive 
basis. Its function was 
to supply an accompani-
ment, chordal in nature, 
for the operas or ora-
torios of that period 
(29) •....•.......•...... 
359. Large symphony orches-
tras use from four to 
eight players in the 
percussion section 
(30.5) ..........•.•.••.. 
368. Drums vary in size from 
the bass drums to the 
snare drum (30. 5) ...•... 
341. The cornet is used in 
the band and rarely in 
the orchestra. The 
trumpet is used in the 
symphony orchestra as 
the soprano instrument 
of the brass section 
(32) •.....•.•.••........ 
335. The bass clarinet is the 
largest and deepest 
sounding instrument of 
the clarinet family. It 
sounds best when played 
in its lowest register 
(33) .••....•.......•.... 
Jury 
Number 
Jury 
1: Number 2: 
General Mu5ic 
Educators Directors 
(2) (3) 
68 **76 
56 68 
68 60 
60 68 
48 68 
(continued on next page) 
Jury 
.Number 3: 
Professors 
of Music 
Education 
(4) 
45 
65 
60 
55 
65 
181 
Combined 
Jurie·s 
(5) 
64 
63 
63 
61 
60 
Table 2. (conti;nued) 
Item 
(1) 
322. The flute, in its low 
register, is soft and 
melancholy; in the 
middle register it is 
peculiarly sweet and 
clear, the voice liquid 
in quality! in its upper 
register it is brilliant 
and hard (34) .•.•....... 
371. The haTp·has a long his-
tory associated with it 
from the ancient Egyp-
tians down to the pres-
ent day (35) •...••...•.. 
355. The bass trombone is 
used in the orchestra. 
It has a gruff and pon-
derous tone (36.5) ..... . 
364. The tuning of the modern 
tympani can be changed 
very quickly by the use 
of foot pedals . In 
fact, tunes can be 
played on them (36.5) .•. 
350. The modern symphony or-
chestra us~s four French 
horns in its instrumen-
tation (38) .•....•.•.... 
182 
Jury Jury Jury 
Number 1: ;Number 2: .Number 3: Combined 
General Music Professors Juries 
Educators Directors of Music 
Education 
(2) (3) (4) (5) 
60 60 55 59 
60 60 50 57 
60 *68 **35 56 
52 60 55 56 
48 64 50 54 
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Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
Item General Music Professors Juries 
Educators Directors of Music 
(l) 
299. Beethoven used a wealth 
of orchestral tonal 
coloring in his music 
and developed great com-
mand over it. He used 
the trombone, cello, the 
piccolo, and contra bas-
·soon with great variety 
and effect. He also. 
added the third and 
fourth horns to the or-
chestra (40) .•....•..... 
307. Composers of today are 
experimenting and seek~, 
(2) 
52 
ing .new avenues of tonal 
effect (40).......... . . . **44 
372. The harp has a wealth of 
technique and effects. 
Arpeggios, glissandi, 
and chords are pecul-
iarly suited to the harp 
(40) .• · .•••..... •. . • . . • • . • *36 
346. The French horn started 
.out as a hunting horn. 
It was used for this 
purpose by the French 
King Louis XI and his 
successors. Because it 
met with such favor in 
France, it was eventu-
ally called the French 
horn (42. 5) •...........• 52 
(J) 
52 
68 
**76 
52 
(continued on next page) 
Education 
55 
45 
45 
50 
53 
53 
52 
Table 2. (continued) 
Item 
(1) 
375. Cristofori, in his 
quest to overcome the 
limitations of the harp-
sichord, invented the 
pianoforte in 1709. 
This word means t•soft-
f~ud." Our word, piano, 
is a contraction of it 
( 42 • 5) .................. . 
293. The 16th century orches-
tra was made up of 
lutes, lyres, viols, and 
pri~itive wind instru-
ments, led by a conduc-
tor playing the harpsi-
chord (45 .5) ...•..••.... 
303. Richard Wagner developed 
consummate skill in 
handling the brasses. 
In his hands br~ss. in-
struments came to matur-
ity as members of the 
orchestra, ranking with 
its other choirs of 
strings and woodwinds 
(45 .5) .•. •· ..•.•.......•. 
312. The violin, viola, 
cello, and string bass 
descended from the viol 
family of string instru-
ments (45.5) ....•.•.•••. 
184 
Jury Jury .Jury 
Number 1: Number 2: .Number 3: Combined 
General Music Professors Juries 
Educators Directors of Music 
Education 
*32 68 55 
56 **60 35 
56 52 40 
68 **52 25 
52 
·so 
50 
50 
(continued on next page) 
Table 2. (continued) 
Item 
(1) 
356. The modern symphony or-
chestra generally- uses 
three tenor trombones 
and one bass trombone 
(45.5) •. ~~ •...•..••....• 
302. Richard Wagner was a 
master of instrumental 
technique and the.use of 
tonal color in writing 
for the orchestra (49) .. 
314. Great names, associated 
in the past, with the 
development and con-
struction of the violin 
are Amati, Stradivarius2 
and Guarnerius. All 
were inhabitants of the 
town of Cremona in 
Italy (49) .•.••...••••.. 
351. The word trombone means 
11big trumpet 11 in Ital-
ian. It became a dis-
tinct instrument when 
the slide was added to 
it. The slide was in-
vented during the early 
part of the 14th century 
(49) ..••.•......••...••.. 
298. The symphony orchestra 
of Haydn and Mozart con-
sisted of the string 
quartet, two trumpets, 
two horns, two flutes, 
two oboes, and two bas-
185 
Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
General Music Professors Juries · 
Educators Directors of Music 
Education 
(2) (3) (4) (5) 
60 48 45 50 
52 **60 30 49 
52 52 45 49 
56 52 35 49 
(continued on next page) 
Table 2. (continued) 
Item 
(l) 
soons. Mozart also used 
clarinets in this type 
of orchestra. Haydn, 
however, did not use 
them until the later 
part of his life (52) ... 
319. The flute played a prom-
inent part in the lives 
of the Egyptians, He-
brews, and Greeks. In 
Greece, flute playing 
contests were held as 
part of their athletic 
tournaments (52) .......• 
334. The alto clarinet is 
used mainly in the band, 
but is also used in the 
orchestra (52) ••. ~····· 
295. Bach and Handel used an 
orchestra made up of a 
string choir, a brass 
section, made up of two 
trumpets and two French 
horns, two flutes, two 
oboes, and one or two 
bassoons, along with the 
harpsichord, lutes, and 
lyres. The clarinet, 
cello, and trombone were 
not used (54) ......•.... 
Jury Jury .Jury 
li umber 1: Number 2: .Number 3: 
General Music Professors 
1 ducators Directors of Music 
Education 
(2) (3) (4) 
52 48 40 
48 56 35 
44 52 45 
48 52 30 
(continue~ on next page) 
186 
Combined 
Juries 
(5_)_ 
47 
47 
47 
44 
Table 2. (continued) 
Item 
_(1) 
339. The trumpet traces its 
ancestry to instruments 
used among the Chinese, 
Egyptians, Greeks, and 
Romans. For centuries 
it was a badge of roy-
alty and could be used 
only by royalty. It has 
been present at all 
court functions, cele-
brations of great.mar-
tial victories, and im-
portant affairs of 
state. Up to the time 
of the Stuarts, the. 
trumpet was reserved to 
be used only for royal 
functions (55) .•.......• 
331. The clarinet descended 
from the chalumeau, an 
instrument that was de-
veloped by the Greeks 
(57) ..••...•..•..•....•. 
338. Animal horns, or hol-
lowed-out pieces of 
wood, cupped at the 
small end, during the 
Stone Age, are thought 
to be.the forerunners of 
the trumpet,_ cornet, 
horn, tuba, and.trom~. 
bone (57) .............•. 
Jury Jury Jury 
Number 1: Number 2: .Number 3 : 
General Music Professors 
Educators Directors of Music 
Education 
(2) (3) (4) 
44 48 35 
56 36 **30 
44 44 35 
(continued on next page) 
187 
Combined 
Juries 
(5) 
43 
41 
41 
188 
Table 2. (continued) 
Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
Item General MusiC' Professors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) (4) (5) 
376. Beethoven recognized the 
fact that the piano re-
quired a kind of music 
different from that 
which had been written 
for its predecessors. 
He wrote solid, sus-
tained chords shaded fun 
diminuendo to crescendo, 
and wrote staccato pas-
sages. His music was 
adapted to the nature of 
the instrument (57) ..... 36 52 35 41 
326. Double-reed instruments, 
called sha~, were 
brought into Europe by 
the Crusaders, who found 
the Saracens using them 
in their worship, in 
social and military ac-
tivities. These instru-
ments were the fore-
runners of the oboe, 
English horn, bassoon, 
and contra bassoon (59). 40 44 30 38 
296. Gluck admitted the trom-
bone to the orchestra, 
and the clarinet. He 
filled out the percus-
sion section with bass 
drum, side drum, . cym-
bals, and triangle (61). 48 **44 *15 37 
(continued on next page) 
Table 2. (continued) 
.. Item 
(1) 
305. Debussy, in his writing 
for the orchestra, 
achieved sweeping dimen-
sions of color and 
sonority (61) ......... •. 
306. Richard .. Strauss de- . 
veloped and explored the 
potentialities of the 
orchestra. He made fre· 
quent use of the upper 
registers .of music in-
struments and made an .. 
extension of technique 
in every voice. He em-
ployed many novel ways 
in which to play music 
instruments in his works 
(61) ...••.••.. ~········· 
301. Schubertj Schumann, and 
Mendelssohn enriched the 
music of the orches.tra 
with.their musical ideas 
and exquisite workman-
ship (64) .............. . 
304. Hector Berlioz developed 
instrumental techniques 
that made the orchestra· 
a great dramatic and 
emotional medium of musi 
cal expression. H~ knew 
and understood the capa~ 
cities and limitations 
of music instruments 
·, · Jury Jury 
Number 1: Number 2: 
General Music 
Educators Directors 
(2) (3) 
44 40 
48 **44 
32 **48 
(64) . . . . • • . . . . . . . . . . . . . . 44 40 
(continued on next page) 
Jury 
.Number 3: 
Professors 
of Music 
Education 
(4) 
25 
*15 
20 
**20 
189 
Combined 
Juries 
(5) 
37 
37 
35 
35 
Table 2. (continued) 
Item 
_(l) 
373. The clavichord and harp-
sichord were developed 
in the latter part of 
190 
Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
General Music Professors Juries 
Educators Directors of Music 
Education 
(2) (3) (4) (5) 
the 14th century (64) •.. **24 48 35 35 
294. Claudio Monteverde was 
the first composer to 
write music specifically 
adapted to individual 
musical instruments and 
the orchestra (67.5) ..•. 
340. Little is known of the 
cornet's early history; 
it is similar to our 
military bugle and prob-
ably descended from such 
an instrument (67. 5) .... 
342. Until the beginning of 
the 19th century brass 
instruments, such as the 
trumpet, were played 
like the military bugle 
of today. Bugle calls 
are limited to five or 
six notes of good qual-
ity; other notes are 
. possible but are diffi-
cult to play. Conse-
quently, the earlier 
composers wrote chords 
based on the tonic and 
dominant chords for 
brass instruments to 
play (67 .5) ••...••..•... 
32 **48 
28 44 
40 36 
(continued on next page) 
20 34 
30 34 
25 34 
Table 2. (cunt±nued) 
Item 
(1) 
349. Richard Wagner wrote 
for 1 and used, the 
French horn very skill-
fully in the orchestra 
(67 .5) •...•.•........... 
362. The early tympani were 
hand-tuned and_ were 
pitched to play the 
tonic and dominant of 
the key in which the .. 
music was written (70.5) 
374. Bach and Mozart were 
great admirers of the 
clavichord and used it a 
great deal (70.5) ... ~··· 
365. Richard Wagner made the 
tympani a great dramatic 
instrument~ Examples of 
this exist.all through 
his works (72) ....••.•.. 
320. Up until. the 14th cen-
tury flutes were blown 
in. tWo-. ways:. one, 
across the end, called a 
flageolet, beak flute~ 
recorder, or.English 
flute; the other, blown 
from the_ side, was 
called the transverse, 
or German flute, .and 
this is the type of 
flute used today. (74) ••. 
191 
Jury Jury .Jury 
Number 1: Number 2: .Number 3: Combined 
General Music Pro-fessors Jurie-s 
Educators Directors 
72) (3) 
36 *48 
20 40 
32 **44 
40 32 
28 36 
of Music 
Education 
(4) 
15 
40 
20 
20 
25 
34 
33 
33 
32 
30 
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., Jury Jury Jury 
·Number 1: Number 2: .Number 3: Combined 
Item General Mus-ic- Professors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) (4) (5) 
321. Theobald Boehm invented 
a key system for the 
flute that made it pos-
sible to play it very 
rapidly~ and in any key. 
He also improved the in-
tonation and tone qual-
ity of the flute by de-
veloping techniques to 
construct the instrument 
ccorrectly (74) ....••.... 28 36 25 30 
363. Beethoven used the tym-
pani very effectively in 
his works. He was the 
first to tune them in 
fifths and to discover 
and use the range of ef-
fects possible to 
achieve on these instru-
ments (74) ••..••••.•.•... 36 36 15 30 
360. The ancestry of.the tym-
pani can be traced back 
to half sphere drums 
brought into SJ?ain in 
711 A.D. by the Moors 
(76.5) .••.•••.......•... 24 40 20 29 
361. The tympani came into 
use in the orchestra in 
the 17th century (76.5). 32 32 20 29 
(continued on next page) 
Table 2. (continued) 
Item 
(1) 
343. Piston valves were in-
vented- in-1815 and ro-
tary valves in 1829. 
They completely revolu-
tionized the possibili~ 
ties of the brass choir 
in the orchestra-(78.5). 
344. Crooks were used to 
change the keys of brass 
instruments up until-; 
and during, the time of 
Wagner. The invention 
of piston valves for 
these instruments made 
it possible to play them 
chromatically in any key 
within·their individual· 
ranges. This gave com-
posers instruments of 
great flexibility and ·· 
musical resources which 
Wagne.r and ·Berlioz used 
to excellent advantage 
(78. 5) .- •· .•• ~- ..•.•.•.••... 
357. The tuba family was de-
veloped from the ophi-
cleide, which was de-
veloped from the ser-
pent, an instrument in-
vented in 1590 by Guil-
laume of Auxerre in 
France (80) .••...•..•... 
Jury Jury 
Number 1: Number 2: 
General Musia 
Educators Directors 
(2) (3) 
20 36 
20 36 
16 36 
(continued on next page) 
Jury 
.Number 3: 
Professors 
of Music 
Education 
(4) 
25 
25 
20 
193 
Combined 
Juries 
(5) 
27 
27 
24 
194 
Table 2. (continued) 
Jury Jury Jury 
' Number 1: Number 2: .Number 3: Combined 
Item General Music Professors Juries 
Educators Directors of Music 
Education 
(1) Ti5 (J) (4) (5) 
300. Weber and Meyerbeer were 
musical dramatists who 
explored the orchestra 
for dramatic effects 
(82) •..•. • ..•....•....... 28 *32 **0 21 
332. Hyacinthe Klqse applied 
the Boehm system of keys 
to the clarinet, giving 
it the flexibility it 
has as a musical instru-
ment today (82) .•....•.. 16 32 15 21 
347. Lully used the hunting 
horn in the orchestra 
for the first time in 
1664 (82) .......•.•..... 16 32 15 21 
352. Around 1520 excellent 
trombones were being 
built in Germany (84) ... 24 24 10 20 
353. At the end of the 14th 
century the trombone was 
introduced into England 
and was called the sack~ 
.but. Eventually'it was 
also called the trombqne 
in that country (85) ••.• 16 20 15 17 
J. Musical Theory 
404. Symbols, called rests, 
indicate periods of si~ 
lence (1) •••.•.••••.•... 92 92 95 94 
(continued on next page) 
Table 2. (continued) 
Item 
(1) 
378. A staff contains five 
lines and four spaces; 
it may be extended above 
and b_elow by the addi-
tion of leger lines (2. 5) 
403. Symbols, called notes> 
indicate the length of 
time a tone is to be 
sounded (2-.5) ...•••..... 
380. No staff is complete-
without a clef at the 
beginning to establish 
the relationship of 
pitch names. There are 
several of them, but the 
treble or G clef, and 
the bass or F clef, are 
the two most commonly 
used. The former gives 
its letter name to the 
second line of the 
treble staff; the latter 
to the fourth 1 ine of 
the bass staff (4) ..... . 
379. The highness or lowness 
of musical tones is 
called pitch and is rep-
resented by the position 
of notes on the musical 
staff {5) .•.••.•.•.•.... 
Jury Jury 
Number 1: Number 2: 
General 
Educators Directors 
(2) (3) 
88 96 
96 96 
88 96 
84 92 
(continued on next page) 
Jury 
.Number 3: 
Professors 
of Music 
Education 
_(4) 
95 
85 
90 
95 
195 
Combined 
Juries 
(51 
93 
93 
91 
90 
Table 2. (continued) 
Item 
(1) 
396. In a measure signature~ 
the upper figure tells 
the number of beats in 
a measure; the lower 
figure tells the type of 
note that is to be the 
unit of the beat (6) .... 
415. Tempo is the name given 
to the speed or rate of 
rapidity at which a com-
position is performed 
(7) ..•....•....•..•..... 
381. Each line and space of a 
staff is called a degree 
and the degrees are 
named by the first seven 
letters of the alphabet, 
which are called pitch 
names (8. 5) •.........•.. 
383. A key signature estab-
lishes the location of a 
beginning scale on a 
. staff and structures the 
relationship.of the 
tonal steps. in the 
scale.. They are placed 
on the scale after the 
clef (8.5) .•••.......... 
405. There are whole, half,. 
quarter, eighth, six-
teenth, and thirty-
second notes and their 
corresponding rests. 
These symbols have a 
196 
Jury Jury Jury 
Number 1: Number 2,: .Number 3! Combined 
General Music· 
Educators Directors 
(2) (3) 
76 88 
76 88 
80 92 
76 92 
Professors 
of Music 
Education 
(4) 
**100 
90 
75 
80 
Juries 
(5) 
87 
84 
83 
83 
(continued on next page) 
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Table 2. (continued) 
Jury Jury Jury 
Number 1: Number 2: .Number 3 : Combined 
Item General Music Professors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) -(4) (5) 
ratio of two to one. 
Ratios other than two to 
one are made by the ad-
dition .of a dot (11) .... 
417. It is a custom among mu-
sicians to use the fol-
lowing words to denote 
or describe a tempo: 
Large (very slow); an-
dante (slow); andantino 
(rather slow); moderato 
(at. a moderate pace) i. 
allegretto (rather fast); 
allegro (fast); presto 
76 
(very fast) (11) . . . . . . . . 80 
421. The signs 1/:, h , 1:; , are 
called accidentals. 
They are used to make 
chromatic alterations in 
music (11).............. *60 
418. Variations in intensity 
are indicated by cre-
scendo (meaning gradu-
ally louder); diminuendo 
means becoming gradually 
softer (13 .5)........... 76 
419. The dynamics of a compo-
sition indicate the 
loudness or softness of 
tones; degrees of inten-
sity in a music composi-
tion are indicated by 
. the following terms: 
**92 
84 
96 
80 
(continued on next page) 
65 79 
70 79 
80 79 
75 77 
Table 2. (continued) 
Item 
(1) 
pianissimo~ abb. pp. 
very soft. 
piano, abb. p. Soft. 
mezzo piano, abb. mp. 
Medium soft. 
forte, abb. f. Loud. 
mezzo forte,. abb. mf. 
Medium loud. 
fortissimo, abb. ff. 
very loud. 
sforzando, abb. sf. 
Explosively. (13.5) ••. 
382. The scale of C is the 
only _one of the maj.or 
scales in which the. .. 
whole and half steps co-
incide correctly with 
the. natural let.te:r: . 
pitches; in every other 
major scale it is neces-
sary to raise o.r .lower 
certain letter pitches 
to get the proper step 
and half step succes-
sions (16) •.....•.•..... 
424. ·A slur joins notes of 
different pitches;. a tie 
joins notes of the same 
pitch. Dots, above or 
below notes, indicate 
Jury Jury 
Number 1: Number 2: 
General Music 
Educators Directors 
(2) (3) 
76 80 
76 **88 
staccato (16) .... ~...... 72 80 
425. A fermata,~, a hold, 
adds to the length of 
tone (16),.............. 68 80 
(continued on next page) 
Jury 
.Number 3: 
Professors 
of Music 
Education 
(4) 
75 
60 
75 
80 
198 
Combined 
Juries 
(5) 
77 
76 
76 
76 
Table 2. (continued) 
Item-
(ll 
399. The beat is most com-
monly represented by a 
quarter note; however, a 
composer can use any 
value he pleases, such 
as an eighth, sixteenth, 
or half note to stand 
for this value (18.5) ... 
423. Musical notation in-
volves musical symbols 
to indicate repetition, 
such as ; Ill , which 
means repeat all mate-
rial before sign. Mate-
rial contained between 
two of these signs must 
be repeated. D.C., ab-
breviation for Da Capo, 
indicates a repeat from 
the beginning to the 
word Fine. D.S., abbre-
viation for Italian Dal 
Segno, indicates a re-
peat from the sign (:S:) 
to the word Fine (18.5). 
400. There must be an equal 
number of beats in a 
measure, but it is not 
necessary to have an 
equal number of tones 
(20) .................... . 
199 
Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
General Music- Professors Jurie-s 
Educators Directors of Music 
Education 
(2)_ (3) (4) 
76 72 75 
*56 .. 88 **80 
80 68 70 
(5) 
74 
74 
73 
(continued on next page) 
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Table 2. (continued) 
Jury Jury Jury 
Number 1: Number 2: .Number 3 : Combined 
Item 
_{1) 
377. The treble and bass 
staves are graphs upon 
which are plotted.key, 
pitch, rhythmic and har-
monic relationships (21) 
385. Each major key has its 
relative minor key, and 
both are indicated by 
the same key signature 
General Mu5ia 
Educators•Directors 
(2) (3) 
64 **84 
(22. 5) • . . . • . . . . • . • . . • . . . **52 80 
389. The .chromatic scale em-
braces twelve tones in 
seven degrees and is 
formed of half steps 
(22.5) .•...•.•...•...••. 
416, The metronome is an in-
strument with a pendulum 
which ticks back and 
forth a given number of 
vibrations a minute. It 
is governed by setting a 
weight on it at any 
given point on the nu-
merical gauge. In a 
composition, if the com-
poser indicates the ex-
act number of beats per 
minute it will be indi-
cated at the beginning 
of a composition.1 . 
For example: Mm• = 120 
(24.5) •....••...•....... 
64 76 
72 60 
(continued on next page) 
Professors 
of Music 
Education 
(4) 
60 
65 
55 
60 
Juries 
70 
65 
65 
64 
201 
Table 2. (continued) 
Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
Item General Music Professors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) (4) (5) 
420. The following words are 
commonly used by com-
posers to indicate in a 
composition the manner 
in which it should be 
performed; they are 
called expression marks: 
animato. With anima-
tion. 
legato. Smoothly con-
nected. 
maestoso. M.aj esti-
cally. 
simp lice. Simply. 
sostenuto. Sustained: 
spirito. Spiritedly. 
staccato. Dis con-
nectedly. 
vivace. Vivaciously 
(24.5) ••••.•.............. 60 76 55 64 
. 
406. Duration, represented by 
these symbols, is meas-
ured by beats, the 
standard of measurement 
varying according to the 
type of measure signa-
ture (26) .•..... ~ ......• **56 **80 50 63 
401. Rhythm enters into music 
in two different ways: 
it exists in relation to 
a rhythmic framework 
that is built around a 
time pattern of-either 
duple rhythm (2-4 meas-
ure), or triple rhythm 
(3-4 measure), or com-
(continued on next page) 
Table 2. (continued) 
Item 
(1) 
pounds of either. The 
first has an accented 
beat followed by one un-
accented or lighter bea~ 
in triple rhythm the ac-
cent is followed by two 
lighter beats. In addi-
tion, the music has its 
own rhythmic designs--
the rhythms that are 
structured by the forma-
tion of the melodies and 
chords (28) ......•..•..• 
408. A tonal interval is the 
difference in pitch be~ 
tween two tones. An in-
terval is produced by 
sounding two tones si-
multaneously or succes-
Jury 
Number 1: 
General 
Educators 
(2} 
64 
sively (28)............. **52 
422. Composers change keys 
often in compositions; 
this is called modula-
tion (28)............... 56 
390 • In all scales itds the 
third tone from the 
foundation which deter-
mines the mode as major 
or minor. If the inter-
val f~om the foundation 
is a major third, the 
scale is major; if a 
minor third, it is minor 
(30) ..................... . 56 
Jury 
Number 2: 
Music-
Directors 
(3) 
*72 
**76 
64 
68 
(continued on next page) 
Jury 
.Number 3: 
Professors 
of Music 
Education 
(4) 
**35 
45 
55 
45 
202 
Combined 
Juries 
(5) 
59 
59 
59 
57 
203 
';table 2. (continued) 
Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
Item General Music: Professors Juries 
Educators Directors of Music 
(1) (2) 
397. Time represents the sur-
face upon which musical 
structure is to be 
erected, measured by a 
system of units called 
beats, by which a system 
of measurement is estab-
lished to determine the 
various lengths of tone, 
define their rhythmic 
conditions, and govern 
the relationship of the 
several melodies sung or 
played together (31.5) .. **80 
407. The ability to read mu-
sic involves the devel-
opment of correct re-
sponses to all kinds of 
rhythmic patterns occur-
ring in simple or com-
pound time, and the 
power to recognize, 
hear, and sing the vari-
ous arrangements and 
combinations of figures 
of.the tonic, subdomi-
nant, supertonic, medi-
ant, submediant, and 
leading tone chords, and 
to recognize scalewise 
passages, neighboring 
tones going up or down 
one degree, along with 
simple modulation, and 
flat and sharp chromat-
ics that are the mate-
rials that melody is 
made up of (31.5) ..... . 64 
(3) 
52 
56 
(continued on next page) 
Education 
*30 
45 
56 
56 
Table 2. (continued) 
Item 
(1) 
386. A diatonic scale may be 
either major or minor. 
In the major scale half 
steps occur between the 
third and fourth degrees 
In the natural minor 
they occur between the 
second and third degrees 
and fifth and sixth de-
grees of the scale Q3.5) 
398. A measure, a unit of 
measurement in music, 
may be either duple-~ 
consisting of two beats, 
or triple--consisting of 
three beats, or compound 
--consisting of four or 
six beats. The duple 
and triple specie can 
also be combined, making 
an irregular disposition 
of the accents within a 
measure. For example: 
5 - 4 measure is either 
3 + 2 or 2 + 3 beats, 
with corresponding ac-
centuation (33.5) ...... . 
384. Key relationships are 
established by the 
circle of fifths, a 
table of key signatures 
for all major and their 
relative minor keys (35) 
Jury Jury 
Number 1: Number 2• 
General Music 
Educators Directors 
(i) (3) 
36 52 
60 **56 
52 *64 
(continued on next page) 
Jury 
.Number 3: 
Professors 
of Music 
Education 
(4) 
**60 
**32 
*20 
204 
Combined 
Juries 
(5) 
49 
49 
47 
205 
Table 2. (continued) 
Jury Jury Jury 
Number 1: Number 2 • .Number 3: Combined 
Item 
(1) 
409. Tonal intervals have a 
fixed relationship in 
any key (36) •.•..•..... 
402. Ordinarily, in a compo-
sition, an equal number 
of beats occur in all 
measures; however, com-
posers, to secure vari-
ety, often have differ-
ent groupings of beats, 
such as a three-beat 
measure followed by a 
two-beat, or four-beat 
measure, or other com-
binations of beat pat-
terns (37) ...••......... 
387. The harmonic minor scale 
has half steps between. 
the second and third de-
grees, fifth and sixth 
degrees, and the seventb 
and eighth degrees, as-
cending and descending 
(38,5) •..•...•..•.•..... 
391. Each tone of the scale 
has its own name, start-
ing from the basic note 
of a scale and ascending 
from one to seven, or 
from do to ti; they are 
the tonic, supertonic, 
mediant, sub dominant, 
dominant, submediant, 
General Musia 
Educators Directors 
(2) (3) 
44 *60 
52 **40 
28 48 
and leading tones (38.5) 44 **44 
(continued on next page) 
Professors 
of Music 
Education 
(4) 
**20 
*16 
30 
**15 
Juries 
(5) 
43 
38 
35 
35 
206 
T~ble 2. (continued) 
Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
Item General Music Professors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) (4) 75-) 
388. Ascending, the melodic 
minor scale has hal£ 
steps between the second 
and third degrees, whole 
steps between the fifth 
and sixth, and between 
the sixth and seventh 
degrees, and a hal£ step 
between the seventh and 
eighth degrees. De-
scending, the scale has 
hal£ steps .between the 
sixth and fifth, and be-
tween the third and sec-
ond degrees (40) ........ 28 44 30 34 
393. There are twelve differ-
ent-sounding major 
scales and an equal num-
ber of their relative 
minor scales, making 
twenty-four scales in 
all. If the three en-
harmonic scales are in-
eluded, there will be 
fifteen major and fif-
teen minor scales (41.5) 28 40 25 32 
410. Intervals are named ac-
cording to the number of 
staff degrees which they 
involve. They may be 
diminished, minor, major 
or augmented in size, 
with the exception of a 
perfect fourth or fifth 
which may only be aug~ 
mented or diminished 32 **44 15 32 
(41.5) ......•.....••.... 
(continued on next page) 
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Table 2. (continued) 
Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
Item General Music 
Educators Directors 
(f) 
392. Each tone of a scale has 
characteristic tenden-
cies of resolution, de-
pending upon its posi-
tion in a melody or 
scale (43).~ .....••••... 
395. The modal scales of the 
Greeks passed on to the 
early Christian fathers 
and evolved into the 
Ecclesiastical MOdes; 
which in turn evolved 
into the diatonic major 
and minor scales; and 
later into the whole-
tone scale of Debussy 
and the twelve-tone 
(2) 
24 
scale of Schoenberg (44) **12 
411. All intervals are meas-
ured according to the 
major scale. In the ma-
jor scale, primes, 
fourths, fifths, and oc-
taves are perfect inter-
vals; seconds, thirds, 
sixths, and sevenths 
are major (45).......... 16 
394. To eliminate confusion, 
the various octaves have 
definite names, the low-
est being called sub-
contra and the highest, 
four-line C (46)........ 12 
(3) 
**44 
36 
32 
20 
(continued on next page) 
Professors 
of Music 
Education 
(4) 
15 
15 
10 
20 
Juries 
(5) 
29 
21 
20 
17 
Table 2. (continued) 
Item 
(1) 
412. Fourths, fifths, primes, 
and octaves are perfect 
consonancesf seconds, 
thirds, sixths, and sev-
enths are imperfect con-
sonances (47) •••.. ··~···· 
413. An interval may be in-
verted or turned upside 
down. A prime inverts 
to the octave; a second 
inverts to the seventh; 
a third to the sixth; a 
fourth to the fifth; a 
sixth to the third; a 
seventh to the second; 
an octave to the prime 
(48) •.•...••...... ~····· 
414. Major intervals invert 
to minor, minor to major 
perfect to perfect, aug-
mented to diminished, 
and diminished to aug-
mented (49) •...•....••.• 
K. C~nducting 
431. The cohductor must con-
vey musical meaning to 
his musicians by pro-
jecting understanding, 
feeling, and emotion 
through his personality' 
and character, and 
through the art of ges-
ture (1) •....•...•..•... 
208 
Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
General Mus·ic Professors Juries 
Educators Directors of Music 
Education 
(2) (3) (4) (5) 
12 16 10 13 
4 20 10 11 
4 12 10 9 
76 80 60 73 
·(continued on next page) 
Table 2. (continued) 
Item 
(1) 
430. A conductor must have a 
tremendous training and 
culture. He must be a 
historian and philoso-
pher; he must understand 
the musical styles and 
works of various periods 
and composers; he must 
be a thoroughly trained 
musician and artist, and 
he must be a leader of 
men (2) ................ . 
440. The first beat of every 
measure is a down beat; 
the last must always be 
209 
Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
General Music Professors Juries 
Educators Directors of Music 
Education 
(2) (3) (4) (5) 
72 68 65 68 
an up beat (3) •......•.. **56 **80 50 63 
432. The conductor must find 
the true tempo of the 
music he is interpreting 
and indicate it to those 
he is leading ( 4 ) .••.•... 
435. A conductor must know 
the orchestral instru-
ments, their limitations 
and characteristics, and 
their use in the orches-
tra. He must know and 
understand the human 
voice, its various 
ranges, types, and qual-
ities (5) ••........•.•.. 
72 
64 
**68 
68 
(continued on next page) 
*40 61 
45 60 
Table 2·. (conti'nued) 
Item 
(i) 
437. Three elements in musi-
cal expression over 
which the conductor ex-
erts major control are 
tempo 1 dynamics, and 
phrasing (6) ....••.•.... 
436, A conductor must be able 
to fluently read a 
score .(7) ............•.• 
433. A conductor must learn 
to keep a steady tempo 
(8.5) .•..•............•. 
441. The two-beat measure in 
simple or compound.meas-
ure is conducted with 
the following beat pat-
tern: ~~ ...•... (8.5) 
I 
442. The four-beat measure is 
conducted with the fol-
lowing beat pattern, 
simple or compound, un-
diVided'k 
3 
(10.5) 
:l I 
443. The three-beat measure 
is conducted with the 
following beat pattern, 
simple or compound, un-
divided: ... ,:) (10 .5) 
~~ 
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Jury Jury Jury 
Number 1: Number 2: .Number 3: Combined 
General Music Professors Juries 
Educators Directors of Music 
Education 
(2) (3) (4) 
56 64 55 59 
60 60 45 56 
60 56 **35 52 
*40 *76 35 52 
*40 *80 30 50 
*40 *80 30 50 
(continued on next page) 
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Table 2. (continued) 
Jury Jury Jury i 
Number 1: Number 2: .Number 3: Combined 
Item General Music Professors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) (4) (5) 
444. The six-beat.measure is 
condu~ted with the fol-
lowing beat pattern: 
3~0" (12) *36 *80 30 49 
~ { 'f 
438. The same basic under-
standings of music are 
necessary to conduct a 
simple folk song or 
simple art song as are 
needed to conduct a 
Beethoven symphony (13.5) 48 52 35 46 
439. A preparatory beat is 
executed at the exact 
tempo of a piece and 
also in proper charac-
ter (13.5) *28 68 45 46 
428. Felix Mendelssohn estab-
lished the school of 
modern conducting tech-
niques. He used the ba-
ton in conducting and 
treated the orchestra as 
an immense instrument 
upon which he played 
with feeling and style. 
He was one of the first 
to whom the term 11inter-
preting conductor 11 could 
be applied (15) •.•...... 52 40 **25 40 
(continued on next page) 
Table 2. (continued) 
Item 
(1) 
426. Prior to the time of 
Beethoven, the orchestra 
was conducted by a 
leader who played the 
harpsichord and directed 
at the same time.· Later 
the first violinist con-
ducted the orchestra, 
beating time with nods 
of the head and of the 
bow; and sometimes no 
conductor of any kind 
was used (16. 5) ••.•...•• 
447. A conductor must secure 
good attacks and re-
leases. The first is 
secured by a good prep-
aratory stroke, the lat-
ter by proper motions of 
the baton:~. (16.5) 
427. In Beethoven's time con-
ducting with a baton be-
came the rule (18.5) ...• 
434. The term 11rubato" de-
fines a musical condi-
tion which gives a con-
ductor a certain liberty 
and free play with the 
beats (18.5) ........... . 
212 
Jury Jury Jury 
Number 1: Number 2: .Number 3 : Combined 
General Mu5ic Professors Juries 
Educators Directors of Music 
Education 
(2) (4) 75) 
52 **44 *15 38 
**32 *60 20 38 
40 **40 **15 33 
*16 52 30 33 
(continued on next page) 
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Table 2. (continued) 
' Jury Jury Jury 
Combined Number 1: Number 2: .Number 3: 
Item General Music· Professors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) (4) (5) 
429. Richard Wagner and Hec-
tor Berlioz were fine 
conductors who contrib-
uted much to develop the 
fine art of conducting 
(20) ..................... 40 28 **10 27 
~5. The five-beat measure is 
a combination of the 
two- and three-beat 
measures. The cnnductor 
must determine which 
comes first and.adapt. 
his beat pattern accord-
ingly (21) ...•.•..••.... *4 **36 5 16 
446. The seven-beat measure 
is not very common. It 
is a combination of the 
four- and three-beat 
measures. The conductor 
must decide which comes 
first and adapt his beat 
patterns accordingly 
(22) ......•.........•....• *4 *36 0 14 
L. Harmony . . 
470. The most important 
chords in mus.ic are the 
tonic and dominant. .A.ll 
chords tend to move to-
wards the tonic, on 
which they finally rest. ~-
The chord-established on 
the fifth degree dam-
inates the key (1) ...... . *36 76 *80 63 
(continued on next page) 
Table 2. (continued) 
Item 
(1) 
448 .. Harmony is the science 
which treats of chords--
their ~onstruction, in-
terrelation, and logical 
progression (2) .•.. &••·• 
450. The basis of harmony is 
the three-voiced triad, 
consisting of a root, 
, Jury 
Number 1: 
General 
Educators 
(2) 
60 
third, and fifth (3).... *20 
449. The art of harmony is 
distinguished from the 
art of counterpoint in 
that the fprmer.~~~l$" .. 
with chords and the lat-
ter with combined mel-
odies ( 4) • • • • • • • • • • . . . . . **40 
471. Harmony has evolved. 
through ~ny stages of 
development through the 
past three hundred years 
(5) ...................... . 
468. A change of'key in music 
is called modulation. 
There may be transitory, 
temporary, or permanent 
modulations in a compo-
sition, indicated some-
times by marked cadences, 
and sometimes they are 
made so skillfully by a 
composer that the lis-
tener is almost unaware 
of them ( 6) ........ ; .•••• 
44 
40 
Jury 
Number 2: 
Mus·ic-
Directors 
(3) 
64 
76 
*64 
48 
48 
(continued on next page) 
Jury 
.Number 3: 
Professors 
of Music 
Education 
60 
*60 
40 
35 
214 
Combined 
Juries 
fsY 
61 
52 
46 
44 
41 
Table 2. (c·ontinued) 
Item 
(1) 
454. The combination of one, 
three, and £ive degrees 
of any major scale pro-
duces what is known as 
the tonic triad (7} ..... . 
456. The combination of the 
fourth, sixth, and 
eighth degrees in a ma-
jor scale produces a. 
subdominant triad (8) .•• 
451. On each degree of the 
diatonic scale, major or 
minor,. a triad may be 
constructed (10) ....... . 
455. The combination of·the-
fifth, the seventh, and 
second degrees of any 
major scale produces 
what is known as the 
dominant triad (10) ••.•• 
467. Interval and chordal re-
lations are easily 
structured on the piano 
keyboard (10) .......... . 
466. Chords are arpeggiated 
when their individual 
tones are sounded in 
succession, instead of 
together (12) •.......... 
Jury Jury Jury 
Number 1: Number 2: .Number 3: 
General Music Professors 
Educators Directors of Music 
Education 
121 (3) (4) 
*12 52 *50 
*12 48 *50 
*16 **56 30 
*12 48 *45 
*16 52 35 
*16 25 
(continued on next page) 
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i Comb1ned 
Jurie·s 
(5) 
37 
35 
34 
34 
34 
33 
Table 2. (continued) 
Item 
(1) 
469. Each chord has a more or 
less strong tendency to 
move to some special one 
of the otherchords (13) 
452. A chord is produced by 
doubling one note of a 
triad; sometimes it is 
the root, third, or 
fifth of it (14) ....... . 
453. Chords are numbered by 
Roman numerals corres-
ponding to the degree of 
the scale they are based 
upon. The tonic,.for 
example, is Roman numer-
al I, the subdominant is 
Roman numeral IV (15.5). 
457. A dominant seventh .chord 
is made by adding a 
third above the dominant 
triad. This additional 
tone lies a seventh 
above the root of the 
chord. To build the 
dominant seventh chord .. 
in any key, add the scrue 
tone a third above the 
dominant triad of that 
Jury Jury Jury 
Number 1: Number 2~ .Number 3: 
General Musia Professors 
Educators Directors of Music 
Education 
(2) (3) (4) 
20 40 30 
20 40 25 
16 36 25 
key (15. 5) . . • • . . . . . . • . . . **12 36 35 
460. In the.diatonic system 
all chords are built in 
thirds; and every chord 
is subject to inversion 
(17) ••••••••.••.•••••••• 16 28 
(continued on next page) 
25 
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Combined 
Juries 
(5) 
30 
29 
26 
26 
23 
Table 2. (contfnyed) 
Item 
_(l) 
462. A final or authentic ca-
dence consists of the 
chord built on the dom-
inance of the scale fol-
lowed by a chord built 
on the tonic of the 
scale (18) ••.•..•...••.• 
463. A plagal cadence is used 
as a final cadence; it 
is made up of a chord 
built on the subdominant 
of the scale,. followed 
by a chord built on the 
tonic ·of the scale (19). 
458. On each degree of the 
diatonic scale, major or 
minor, a triad may be 
constructed. In the ma-
jor mode the Primary 
triads, I) IV, V, are 
major triads; the Sec-
ondary triads, ii,. iii, 
vi) are minor; and the 
triad on the leading 
tone vii0 is diminished 
(20).~·················· 
465. A half cadence·is built 
by reversing the form of 
the authentic.cadence; 
the tonic chord is fol-
lowed by the dominant 
chord (21) •.••.•...••.. 
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' Jury Jury Jury 
Number 1: Number 2: Number 3~ Combined 
General Mus-ic Professors Juries 
Educators Directors of Music 
Educatiort 
(2) (3) (4) (5) 
**8 32 25 21 
**4 32 25 20 
**8 32 15 19 
**4 32 15 17 
(continued on next page) 
Table 2. (concluded) 
Tftem 
(1) 
464, A deceptive cadence is 
built on a dominant 
chord going to the 
submediant chord cre-
ating a feeling o£ al-
most stopping but 
going on~ just'the 
same (22) ...•.•...•.•. 
461. The secondary triads 
are built upon the 
second, third, sixth, 
and seventh of the 
major scales (23) ..•.. 
459, In the minor mode 
(Harmonic) i and iv 
are minor triads; V 
and VI are major, ii0 
and vii0 are dimin-
ished, and III+ is 
augmented. In this 
mode the seventh de-
gree of the scale is 
raised a half step, 
which makes the dom-
inant triad ~jor 
( 24) : ..: : . ~ . ; . . . . -: : ~ • : . : . 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
*0 32 
8 24 
**4 28 
Professors 
of Music 
Education 
(4) 
15 
10 
5 
Juries 
(5) 
16 
14 
13 
CHAPTER V 
MASTER LIST OF TOPICS AND OBJECTIVES 
FOR GENERAL MUSIC IN GRADES 7 ~ 8, .AND 9 
1. Introduction 
The findings of this study are presented in this chapter as a 
master list of objectives in tabular form. The complete items are 
stated under the original headings of the check list, which may be 
found in Appendix C. The averages on each item are given for each 
jury and the combined juries in columns (2), (3), (4), and (5) of this 
table. Averages for the combined juries are ranked in descending order 
from very important to important in general education in column (5). 
In column (5) of Table 3 an asterisk a'gm~ites that 50 per cent 
or more of the combined juries indicated that the item should be an 
objective of junior-high-school music. An unmarked item signifies 
that less than 50 per cent of the combined juries indicated that the 
item should be an objective of junior-high-school music, although it 
was considered important in general education. 
2. Degrees of"Importance 
Designation of importance.-- .An item marked with a 1.0 indicates 
that it is very important in general education; an item marked with a 
2.0 indicates that it is important in general education. Averages for 
the individual juries and the combined juries are carried to one decimal 
-219-
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point and decrease in descending order of importance from 1.0 to 2.0. 
Included in the table are several items which were given a value of 
2.2 by one of the juries but which, when averaged with the ratings of 
the other two juries, resulted in a 2.0 rating by the combined juries. 
3. Conclusions 
Final results of the study.-- Two hundred sixty-eight items, or 
objectives, were rated in this study to average from very important to 
important for general music in general education. One hundred eighty-
three items were selected by 50 per cent or more of the combined juries 
as direct objectives of junior-high-school music. 
Items for junior-high-school music.-- The list of 183 items 
selected by more than 50 per cent of the combined juries as objectives 
of junior-high-school music will be helpful to curriculum directors and 
teachers in curriculum planning. These items are indicated in column (5) 
of Table 3 by asterisks. Careful perusal of this table will give cur-
riculum builders a knowledge of the type of items selected by the com-
bined juries, under each classification, and their relative degree of 
importance in general education. 
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Table 3. Comparison of Mean Judgments of the Three Juries and of the 
Combined Juries on Items Selected from the Check List Which 
Were Ranked in Various Degrees frem Important to Very Impor-
tant in General Educatien and as Potential Teachers' Objec-
tives of Music Educatien in the Junior High School 
Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
Item General Music Professors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) (4) (5) 
' A. The Human Voice and Its 
Development 
13. In four-part choral 
music, four vocal divi-
sions are listed: so-
prano, alto, tenor, and 1.1 
bass ......... ............ 1.2 1.2 1.2 *1.2 
14. Men's and women's voices 
sound approximately an 
octave apart •••.....•... 1.5 1.5 1.3 *1.4 
2. The diaphragm is a 
source of energy for the 
singing voice ..•...••••. 1.3 1.4 1.7 *1.5 
3. Vocal sounds are pro-
duced by the vibrations 
of the vocal cords •..... 1.2 1.6 1.8 *1.5 
26. Sharp, clear consonants 
and free vowels, with 
particular attention to 
diphthongs, are neces-
sary to the process of 
enunciation and to bring 
about proper articula-
tion . ......... "' ......... 1.6 1.4 1.8 *1.6 
(continued on next page) 
1/An asterisk in column (5) indicates that 50 per cent or more of the 
~ombined juries indicated that the item should be a direct objective 
of junior-high-school music. 
Table 3. (continued) 
Item 
(1) 
1. The voice was not or~gi­
nally used for singing. 
The art of song~ as we 
know it, is very young 
and, until recent times, 
was undeveloped ......•... 
18. The alto voice is usually 
thought of as rich, warm, 
and deep; but it has many 
ranges of vocal color 
from that of a mezzo-
soprano, who possesses 
certain soprano character 
ist.ics, to the usually 
deep contralto, who dis-
plays many masculine 
characteristics of tone .• 
21. The baritone voice is 
beautiful and has great 
dramatic powers, and pos-
sesses the greatest range 
of any male voices •...... 
24 .. The natural position for 
singing, when standing, 
is neither relaxed nor 
stiff. One foot should 
be slightly forward and 
the singer should feel 
some of his weight upon 
it. The chest should be 
high, the shoulders free 
and relaxed ......•....... 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) _{3) 
1.4 1.8 
1.9 1.6 
1.8 1.5 
1.7 1.4 
Professors 
of Music 
Education 
(4) 
2.0 
1.7 
1.8 
2.0 
Juries 
*1.7 
*1.7 
*1.7 
*1.7 
(continued Ofr next page) 
Table 3. (continued) 
Item 
(1) 
15. The coloratura soprano 
voice is light, agile, 
and capable of ascending 
to great heights with 
flute-like runs and 
trills .•••..•... ~~-~~~··· 
16. The dramatic soprano voicE 
is powerful and resonant. 
17. The lyric soprano.is a 
clear voice, with a swee~ 
song-like tone ·quality ... 
19. The dramatic tenor voice 
is full,· strong, and 
rich, and is capable of 
expressing great .emotion·. 
20. The lyric tenor voice is 
clear with a light, 
pleasing, song-like tone 
quality •..••..•....•.•••. 
23. The basso profunda is the 
deepest bass voice •...... 
25. Gare should be taken to 
get distinct vowel sounds, 
having in mind the fact 
that, as the pitch as-
cends, vowels must be 
modified towards a deeper 
sound for adequate reso-
nance and freedom· ...•.•.. 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Gombined 
General Music 
Educators Directors 
(2) (3) 
L9 1.7 
1.9 1.8 
1.9 1.8 
1.8 1.7 
1.9 1.7 
1.7 1.7 
1.6 1.7 
Professors 
of Music 
Education 
1.8 
1.8 
1.8 
1.8 
1.8 
1.9 
2.0 
J-uries 
(5) 
*1.8 
*1.8 
*1.8 
*1.8 
*1.8 
*1.8 
*1.8 
(continued on next page) 
/ 
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Table 3. (continued) 
Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
Item General Music Professors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) (4) (5) 
4. The human voice has am-
plifiers which are vari-
ous resonating cavities .. 1.8 1.9 2.0 *1.9 
5. The diaphragm1 a broad~ 
flat, arched muscle at 
the base of the lungs) 
contracts downward and 
outward in the process of 
inhalation) and relaxes 
upward to let the air be 
exhaled, or even pushes 
upward in making tone .... 1.6 1.9 2.1 *l. 9 
22. The basso cantante is a 
flexible voice capable of 
singing florid melodies 
with agility~ and a deep) 
rich, song-like quality .. 1.9 1.8 1.9 *1.9 
B . The Physical Properties of 
Sound 
29. Tones have four proper-
ties: duration) pitch, 
intensity, and quality ... 1.6 1.4 1.5 *1.5 
27. Sounds are produced by 
the vibrations of sound-
ing bodies. These vibra-
tions are communicated to 
the surrounding air, 
which in turn carries 
them to the ear of the 
listener •...•.• ; .•....... 1.7 1.6 1.8 *l. 7 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
28. Tones are produced by vi-
brations occurring in 
regular waves; noise by 
irregular waves ...•....•. 
32. Whenever a tone is sounred 
on the piano, or played 
on the clarinet, or sung, 
it sounds not only its 
own pitch, but, faintly, 
a number of tones of 
higher pitch called o~er-
tones •.•.......•..•...•..• 
C. Pol.yphony 
79. J. S. Bach, a hundred 
years after Palestrina, 
developed the art of 
polyphony to its greatest 
heights of glory, ex-
pressing it in musical 
forms which were in use 
in the seventeenth cen-
tury . .................... , .... . 
42. Polyphony is a term taken 
from the Greek language 
meaning 11many voiced." 
It is applied to the 
species of unaccompanied 
vocal music in which each 
voice sings an independ-
ent melody. The parts 
are of equal importance 
and are bound together in 
accordance with the laws 
of counterpoint ....•.•..• 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.7 1.7 
1.8 2.1 
1.8 1.7 
2.0 1.7 
Professors 
of Music 
Education 
1.6 
2.0 
1.6 
1.8 
Juries 
(5) 
*1.7 
ll 
2.0 
*1.7 
*1.8 
(continued on next page) 
l/An unmarked item indicates that less than 50 per cent of the combined 
juries indicated that it should be a direct objective of junior-high-
school music. 
Table 3. (continued) 
Item 
(1) 
68, In each epoch of music 
history certain musical 
forms were either de-
veloped, reorgani4ed, . Ql; 
extended to expand the 
limits of.musical ex-
pression .••..•..•....•... 
69. The musical forms charac-
teristic of the poly-
phonic era were the cano~ 
motet, madrigal, mass, 
and fugue ................. ,, .. 
78. The final form of the 
fugue was developed by 
generations of composers, 
but it reached its per-
fection in the works of 
Johann Sebastian Bach, in 
which symmetry and dig-
nity of architectural 
proportions were united 
to genuine musical ex-
pression ... ._ .. , ..... ., ...... ,~ 
80. Bach's compositions in-
clude suitesy partitas, 
chorales, organ preludes, 
toccatas and fantasias, 
preludes and fugues, 
sacred and secular can-
tatas, Passions according 
to St. John and St. 
Matthew, and the B Minor 
Mass ..•••.........•..•... 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Gombined 
General Music 
Educators Directors 
(2) (3) 
1.8 2.2 
2.0 1.9 
2.0 2.0 
1.9 2.0 
Professors 
.of Music 
Education 
(4) 
1.8 
1.8 
1.8 
1.7 
Juries 
*1.9 
*1,9 
1.9 
1.9 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
81. The Polyphonic period 
closed with Bachrs works 
and its-place was taken 
by homophony ...........•. 
66. The sixteenth century was 
known as the Golden Age 
of Polyphony. It reached 
its climax in the reli-
gious works of Palestrina 
and Las sus .••..•......•... 
71. The motet is a work in 
contrapuntal style for 
unaccompanied voices) 
based upon a sacred text. 
72. A madrigal is a work in 
contrapuntal style based 
on a secular text, for 
unaccompanied singing ..•. 
77. In the fugue, the voices 
enter one by one) alter-
nately singing subject. 
and answer. This process 
constitutes the exposi-
tion. A development por-
tion follows, in which 
all voices are engaged in 
singing subject, answer, 
or including material in 
new keys. The whole con-
cludes by a closing sec-
tion, in which there is a 
decisive return to .the 
original tonality. 
Fugues usually consist of 
Jury 
Number 1: 
General 
Educators 
(2) 
2.2 
2.0 
2.2 
2.2 
Jury 
Number 2: 
Music 
Directors 
(3) 
1.9 
2.0 
1.9 
1.9 
(continued on next page) 
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Jury 
Number 3: Gombined 
Professors Juries 
of Music 
Education 
(4) -(5) 
1.6 1.9 
2.0 2.0 
2.0 2.0 
2.0 2.0 
Table 3. (continued) 
Item 
(i) 
from two to five voice 
parts, three or four oc-
curring most fre~uently .. 
D. The Baroque Period 
(1600-1750) 
86. Three large vocal forms 
came into being during 
this period: they-are 
the opera, oratorio, and 
cantata .•.....•......•..• 
89. The Oratorio is a dramat-
ic production on a large 
scale, dealing with a 
Biblical subject and pro-
duced without staging, 
costuming, or scenery .... 
92. The cantata is similar to 
the oratorio, except that 
it is a short lyric form. 
It deals with varied sub-
ject matter, e-ither reli-
gious or secular •.•...... 
114. The harpsichords and 
clavichords were fore-
runners of the piano ..... 
115. George Frederick Handel 
was the most important 
composer of oratorio 
during the Baroque period 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(3) 
2.1 2.0 
1.6 1.3 
1.8 1.4 
1.8 1.4 
1.8 1.3 
1.7 1.5 
. 
Professors 
of Music 
Education 
(4) 
1.8 
1.5 
1.2 
1.4 
1.3 
1.2 
Juries 
(5) 
2.0 
*1.5 
*1.5 
*1.5 
*1.5 
*1.5 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
90. The oratorio makes use of 
a narrator, vocal solo-
ists, chorus, and arches-
tra . ....•................ 
95. The solo song is a homo-
phonic vocal composition 
with accompaniment sup-
plied by a keyboard in-
strument or orchestra. 
It is called a:n aria in 
the opera •••••••••• ; •.•.. 
82. The term Baroque defines 
a period in which paint-
ing, architecture, and 
music are characterized, 
in general, by a certain 
spirit of theatricalism, 
of grandiose concepts, 
and by a rather heavy 
elaboration of design and 
magnificence of effect ..• 
84. During the 17th century 
musical form evolved from 
folk and popular music ..• 
85. The strolling musicians 
or minstrels (the Trouba-
dours, Trouveres, Minne-
singers, and Meister-
singers) contributed much 
to free music from the 
restrictions of polyphony 
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Jury Jtiry Jury 
Number 1: Number 2: Number 3: Gombined 
General Music 
Educators Directors 
(2) (3) 
1.7 1.6 
' 
1.7 1.7 
1.8 1.7 
1.9 1.6 
L8· 1.6 
Professors 
of Music 
Education 
(4) 
1.4 
1.5· 
1.5 
1.6 
1.6 
JuJ;ies 
(5Y 
*1.6 
*1.6 
*1.7 
*1.7 
*1.7 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
87. Opera emerged as an art 
form from the experiences 
of a group in Florence, 
Italy, .calLed the Cam--
erata. Their purpose was 
to revive the art of 
Greek tragedy. But the 
result of their activi-
ties was the emergence of 
a new concept in music.: 
opera and dramatic music. 
93. Recitative is .a style of 
dramatic declaration. It 
follows the free rhyt~ 
of prose text; its mel-
odic line, although of 
definite pitch, and its 
accompaniment, are of 
secondary importance ..... 
91. The forms used in ora-
torio are the overture, .. 
aria, recitative, and di-
verse choral ensembles ... 
104. The dance suite began to 
be written around the 
. middle of the 17th cen-
tury, evolving from folk 
dances .. ......... : ... ~ ... .. 
83. Homophonic music dominated 
the 17th century music .•. 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.6 1.8 
2.1 1.5 
2.0 2.0 
2.2 1.8 
2.2 2.0 
Professors 
of Music 
Education 
Juries 
1. 7 *1. 7 
1.6 1.7 
1.8 *1.9 
1.8 1.9 
1.8 2.0 
(continued on next page) 
Table 3. (continued) 
Item 
98. Ballet _was introduced 
first in the Burgundian 
and French courts of the 
15th century ..•.......... 
105. The four standard dances 
of the suite are the 
allemande, courante, 
sarabande, and gigue .•... 
E. The Classical Period 
(17 50-1820) . 
133. The sonata form is the 
basis for nearly all in-
strumental music of the 
period: the symphony, 
the concerto, chamber 
music, and the keyboard 
sonata .....•••.•..•••.••• 
142. The greatest single con-
tribution of this period 
was the symphony .•....•.• 
158. Concertos are orchestral 
works with one or more 
threads of solo music in-
terwoven into their 
texture ................... . 
149. Ludwig van Beethoven was 
a master of the classical 
symphony in his early 
career . ................. . 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.8 2.0 
2.2 1.8 
1.7 1.4 
1.6 1.5 
1.7 1.4 
1.6 1.6 
Professors 
of Music 
Education 
(4) 
2.2 
1.9 
1.2 
1.2 
1.2 
1.4 
Juries 
(5) 
2.0 
2.0 
*1.4 
*1.4 
*1.4 
*1.5 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
161. Mozart wrote great 
operas in the. classical 
period. His operas are 
the only on.es ;from thl:tt 
period that are in the 
standard repertory to~ay 
132. The most significant 
structural principle 
evolved and established 
in this Classical period 
is the sonata form ....•. 
147. Franz Joseph Haydn exem-
plified the classical 
ideals in his music ..... 
148. Wolfgang Mozart was a 
classicist in his musi-
cal COJDPP.S i tipn .•...•..••. 
15_0. Haydn 1 s themes are 
lively, folk-like in 
style, cheerful_, ,ap.d 
:to bust . ..........•........ 
160. The string quartet de-
veloped during this time. 
134. · The fir.st mov.emen_t. of . 
the classical sonata 
usually follows a basic 
structural plan known as 
a sonata-allegro form, 
which con.sist.s. o.f thr.ee 
principal sections: ex-
position, development, 
and recapitulation ..... 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.5 1.6 
1.9 1.6 
1.8 1.7 
1.8 1.6 
1.7 1.6 
1.9 1.6 
2.0 1.7 
Professors 
of Music 
Education 
(4) 
1.3 
1.5 
1.3 
1.4 
1.7 
1.4 
1.5 
Juries 
(5) 
*1.5 
*1.6 
*1.6 
*1.6 
*1.7 
*1.6 
1.7 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
162. Haydn was the important 
classical composer of 
oratorios .••.•..•.•.....•• 
122. Objectivity on the part 
of the artist towards his 
music is a ~jor charac-
teristic of the Classical 
period ••...•............. 
123. Emotional restraint is a 
marked tenet of the clas-
sical composer ...•..•... 
124. The classical spirit is 
more clearly manifest.in 
instrumental music than 
it is in opera and other 
dramatic forms, during 
this period •....••... -. ...• 
125. The clarification of form 
is a major characteristic 
of the classical period .. 
135. The second movement of 
the sonata is in slow 
tempo .••..•...•••....•... 
157. The classical concerto is 
a three-movement form ... 
164. Mozart wrote church music: 
masses~ a Requiem Mass, 
litanies, ve_spers, and 
motets ... ................. . 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.7 1.7 
1.9 1.8 
2.0 1.9 
1.8 2.0 
2.0 1.9 
2.0 . 1. 7 
2.0 1.8 
1.7 2.0 
Professors 
of Music 
Education 
(4) 
1.6 
.1,.7 
1.6 
1.6 
1.7 
1.7 
1.9 
Juries 
(5) 
*1.7 
*1.8 
1.8 
1._8 
1.8 
1.8 
1.8 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
130. In classical music, har-
mony showed a remarkable 
simplicity until the . 
time of Beethoven ...... . 
137. The third movement of 
the sonata is the minue~ 
called a song formwith 
trio. In .the .Glassical 
period this movement was 
optional. It was used 
in all four-movement 
symphonies, quartets, 
and in relatively few 
keyboard sonatas. It 
was omitte4 in three-
movement symphonies and 
sonatas . ............... . 
139. The fourth movement .of . 
the sonata form is in a 
lively tempo (allegro 
or presto) •...•..•..••... 
156. Mozart expressed great 
refinement in his music. 
152. Haydn 1 s melody and .har-
mony are usually'simple 
and clear .•....•.......• 
153. Mozart's themes are 
subtle, and are quite 
unlike folk-music •.••... 
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Jury Jury Jury 
Number 1: Number 2: Number 3 : Gomb ined 
General Music 
Educators Directors 
(2) (3) 
2.0 1.9 
2.0 1.8 
2.0 1.8 
2.0 2.0 
1.8 2.2 
1.9 2.1 
Professors 
of Music 
Education 
(4) 
1.9 
1.8 
1.8 
1.8 
1.9 
2.0 
Juries 
(5) 
1.9 
1.9 
1.9 
1.9 
2.0 
2.0 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
F. The.Romantic Period 
(1820-1900) 
205. Frederic Chopin was one 
of the world's greatest 
composers of piano 
music . ................... , 
166. The term 11Romanticism11 
defines a period charac-
terized by individual-
ism •............. ~. ~ .... 
194. The most important fig-
ure in 19th century 
opera was Richard Wagner 
200. In programmusic the 
composer attempted to 
tell a story or convey a 
pictorial impression or 
description to the lis-
tener, by me<~:ns of his. 
mus 1.c • ................... 
207. Franz Schubert was a 
writer of symphonies, 
piano music, and songs .. 
210. Johannes Brahms .was 
noted for his songs, 
symphonies, chamber 
music, choral, and piano 
works •. ~ .•.•.....•..••.. 
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Jury Jury Jury 
Number 1: Number 2: Number 3 : Combined 
General Music 
Educators Directors 
_(_2_}_ (3) 
1.4 1.2 
1.6 1.4 
1.5 1.4 
1.3 1.3 
1.6 1.3 
1.6 1.2 
Professors 
of Music 
Education 
C4Y 
1.2 
1.3 
1.2 
1.2 
1.4 
1.4 
Juries 
*1.3 
*1.4 
*1.4 
*1.4 
*1.4 
*1.4 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
223. Peter Ilych Tschaikovsky 
was a great Russian com-
poser, famous for his 
operas, symphonies, and 
songs •...•.......•...... 
172. Nationalism is a marked 
characteristic of this 
period, as countries 
fostered their own 
styles centered around 
folk music ... _._._._ .•. _ .. _._._. 
195. Wagner achieved a fusion 
of the arts in his music 
dramas. Music, poetry, 
and stagecraft were fusee 
to form a new dramatic 
whole .•..•..•••......... 
206. Felix Mendelssohn was 
the greatest composer of 
oratorio during the 19th 
century •. He _also _wrote _ 
piano and choral music 
and symphonies •.•....... 
208. Robert Schumann was a 
noted composer of the 
symphony, song, and 
piano mus ic • , . • . . • . . . . • . 
213. Franz Schubert was the 
greate~t master of the 
art song .. .- .•..•.....•.. 
226. Edvard Grieg represented 
Norway in this era •..... 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.6 1.2 
1.8 1..5 
1.6 1.4 
1.7 1.3 
1.8 1.3 
1.7 1.4 
Professors 
of Music 
Education 
(4) 
1.4 
1.2 
1.4 
1.5 
1.4 
1.5 
Juries 
(5) 
*1.4 
*1.5 
*1.5 
*1.5 
*1.5 
*1.5 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
·167. Emotion~lism in music is 
a characteristic of this 
period ..•..•....••.•..•. 
173. The 19th centur.y was 
dominated by four prin-
cipal media: the piano, 
orchestra, solo song 
with piano accompani-
ment, and opera .•.....•. 
189. In the 19th century 
Italian opera flourishe~ 
it was dominated by the 
works of Rossini, Bel-
lini, Donizetti) and 
Verdi •••...•..•........•. 
209. Franz Liszt was noted as 
a pianist and as a 
writer of the symphonic 
poem . .•.•........•.. ~ ..... 
219. The Viennese waltzes of 
Johann Strauss were com-
posed in the 19th cen-
tury ..................... . 
224. Russian music flourished 
at this time, stimulated 
by the spirit of nation-
alism fostered by Nico-
lai Rimsky-Korsakov, 
Modest Petrovitch .Mous-
sorgsky, and Alexander 
Borodin in their works .. 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Gombined 
General Music 
Educators Directors 
(3) 
1.8 1.6 
1.8 1.7 
1.7 1.5 
1.6 1.4 
1.8 1.5 
1.8 1.6 
Professors 
of Music 
Education 
(4) 
1.4 
1.4 
1.6 
1.4 
1.6 
1.5 
Juries 
(5) 
*1.6 
*1.6 
*1.6 
*1.6 
*1.6 
*1.6 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
227. Grieg showed an intense 
spirit of nationalism ir 
his works~ •.•.••.••••.•.•. 
/ 
228. Antonin Dvorak portrayed 
Bohemian nationalism in 
his works during this 
period •.•.•..••.•...•.•. 
229. Richard Strauss created 
symphonic poems, 
operas, and songs •..... 
183. Ludwig van Beethoven, 
in the middle and late 
periods of his life, 
was a romantic in his 
work. He broke the 
confines and the arti-
ficial restraints of 
classic ism ..•••..••.... 
186. The principal orches-
tral works. of Beethoven 
are nine symphoniest 
the Leonore and Corio-
lanus Overtures, and 
the Prometheus ballet 
mus.1c ..... ................. . 
199. Program music was more 
important in this pe-
riod than _in any other 
period in the history 
of music •.•...•.•.•..•. 
238 
Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.8 1.5 
1.8 1.5 
1.7 1.5 
1.9 1.8 
1.8 1.9 
2.2 1.6 
Professors Juries 
of Music 
Education 
(s) 
1.6 *1.6 
1.4 *1.6 
1.5 *1.6 
1.4 *1.7 
1.5 *1.7 
1.4 *1.7 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
169. The favorite subjects of 
the composers of this 
period were ·drawn from 
ancient and mediaeval 
times, from the super-
natural, the weird, and 
the mystic, and from 
nationalism •.. r. ,, . ~···· .... 
171. Emotional expression in 
terms of personal feel-
ing and sentimentality 
are everywhere present 
in the works of various 
composers ..•••••...••.•. 
180. New stylized dances of 
this period were the 
waltz, mazurka, and 
polonaise.· •••.•.••...... 
193. Georges Bizet, Gaesar 
Franck, Jacques Offen-
bach, Gamille Saint-
saens were important 
French composers of the 
last half of the 19th 
century •.. r ••••••••••••• 
197. Three fundamental bases 
of_Wagner's libretti are 
(1) German folk lore, 
mythology, and legend; 
(2) romantic mysticism, 
the supernatural, and 
the mediaeval; and (3) 
the idea of redemption, 
often associated with 
239 
Jury Jury Jury 
Number 1: Number 2: Number 3: Gombined 
General Music Professors Juries 
Educators Directors of Music 
Education 
(2) (3) (4) 
LO 1.8 1.7 
2.0 1.9 1.6 
2.0 1.6 1.7 
2.0 1.6 1.8 
(5) 
1.8 
1.8 
1.8 
1.8 
(continued on next page) 
Table 3. (continued) 
Item 
(:() 
some religious implica-
tions .•.••.•........... 
203. The symphonic poem was 
originated by Franz 
Liszt ••.••••.• '"' •....•.• 
212. Germany contributed most 
to the development of 
the art song, or lied 
(German art song) .....• 
168. Subjectivity on the 
part of the composer is 
marked in this period •• 
174. Romantic melody is char-
acteriz.ed by warmth of 
personal feeling. It 
is less regular in 
phraseology than classi-
. cal melody ........•.... 
184. Beethoven was a great 
master of thematic ma-
terial. He employed 
two broad types of mel-
ody, the . short motival 
first themes in sonatas 
and symphonies; and the 
beautiful cantabile 
melody ..•.••.•.......•.. 
188. Beethoven wrote for the 
piano, violin sonatas, 
string trios, and string 
quartets ..••.....•.•.•. 
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Jury Jury Jury 
Number 1· Number 2: Number 3: Gombined 
General Music 
Educators Directors 
(2) (3) 
2.0 2.0 
1.9 1.8 
2.2 1.6 
2.0 1.8 
2.0 2.0 
1.9 2.0 
1.9 1.9 
Professors 
of Music 
Education 
(4) 
1.7 
1.8 
1.7 
1.9 
1.7 
1.8 
1.8 
Juries 
(5) 
*1.8 
1.8 
1.7 
1.9 
1.9 
1.9 
1.9 
(continued on next page) 
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Table 3. (continued) 
Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
Item General Music Professors Juries 
Educators Directors of Music 
Education 
(i) (2) (3) (4) (5) 
187. The great vocal works of 
Beethoven .. are the.opera 
"Fidelia," the oratorio 
Christus am Olberg, and 
the Missa Solemnis in D . 1.9 2.2 2.0 2.0 
. . . . . . 
191. Giacomo Meyerbeer, 
Charles Gounod, and 
Jules Massenet were fa-
mous writers of this 
dramatic type ....• , •• , .. 2.0 2,0 2.0 2.0 
201. The chief exponent of 
the program symphony was 
Hector Berlioz •.•...•••. 2.0 1.9 2.0 2.0 
221. The principal contrib-
utors to symphonic lit-
erature in the Romantic 
pe~±od came from Germany 2.0 2.1 2.0 2.0 
G . Modern Music (1880-1956) 
241, Native American jazz has 
had an intense effect on 
serious music. This ef-
feet is seen in instru-
mentation, certain har-
monic devices, rhythmic 
styles, and the use of 
the blues .••.....••..•.• 1.4 1.1 1.3 *1.3 
.. . . 
242. The development of jazz 
has passed through sev-
eral stages of evolution 
from ragtime, to the 
blues, up until the 
present-day jazz .•.•..•. 1.7 1.2 1.3 *1.4 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
261. Jean Sibelius is the 
most famous of Finnish 
composers. It can be 
said he is one of the 
really great composers 
of the 20th century ••... 
233. One of the most important 
pioneer comp·osers of thiE 
period is Igor Stra-
vinsky .•.•.. ~ •....•........ 
262. Important American com-
posers of this century 
are Charles Loeffler, 
Frederick Converse, 
Henry Hadley, Edward 
Burlingame Hill, Charles 
Ives, John Alden Carpen-
ter, Walter Piston, 
Howard Hanson, Roger 
Sessions, and George 
Gershwin ••.......•.•.... 
236. Impressionism developed 
in the arts in the last 
half of the 19th century 
This movement carried 
over into music in the 
hands of Claude Debussy. 
237. Impressionistic music 
has refinement, delicacy 
vagueness, and an over-
all shinnnering atmos-
phere •.••. , •............ 
242 
Jury Jury Jury 
Number 1: Number 2 : Number 3 : Combined 
General Music 
Educators Directors 
(2) (3) 
1.7 1.2 
1.6 1.6 
1.6 1.4 
2.2 1.6 
2.0 1.6 
Professors 
of Music 
Education 
(4) 
1.4 
1.5 
1.4 
1.4 
Juries 
(5) 
*1.4 
*1.5 
*1.5 
*1.7 
*1.7 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
238. Claude Debussy wrote 
piano music,. orchestral 
works, tone poems, im-
pressionistic suites, 
songs 1 and one opera, 
"Pelleas and Melisande". 
250. Modern harmony makes an 
extensive use of sharp 
dissonance •..... , ..•...• 
258. Ralph Vaughan Williams 
is an important 20th 
century English composer 
259. 
230. 
239. 
I / Bela Bartok is a princi-
pal Hungarian composer. 
He was influenced in his 
work first by Brahms, 
then by impressionism, 
and later by Schoenberg, 
Stravinsky, and the folk 
music of his natiye lan~. 
The modern spirit in 
music is represented by 
a return to objectivity 
and the principles of 
classicism .....•.•...... 
The term "expressionism" 
means the expression of 
the inner self, as op-
posed to impressionism 
as an expression of ex-
ternal things•·•·····~·· 
243 
Jury Jury Jury 
Number 1; Number 2: ;Number 3: Combined 
General Music Professors Juries 
Educators Directors of ¥usic 
Education 
(2) (3) (4) (5) 
1.8 1.5 1.8 *1.7 
1.9 1.6 1.7 *1.7 
1.9 1.6 1.6 *1.7 
1.9 1.7 *1.7 
1.8 1.8 1.8 *1.8 
2.0 1.9 1.7 1.8 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
243. Ballet grew tremendously 
during the 20th century, 
influenced by Diaghilev 
and Stravinsky .•...•.•. 
255. Maurice Ravel is one of 
the greatest orchestra-
tors and French musi-
cians of the 20th ceri-
tury ..... -:················· 
257. Alexander Scriabin, 
Serge Prokofiev, and 
Dmitri Shostakovitch 
are modern Russian com-
posers ..•.•.....••.•... 
248. Modern rhythms are more 
complex, have a greater 
variety of rhythmic 
patterns, and greater 
elasticity of rhythm ... 
260. Twentieth century Span-
ish music is highly 
colored by national 
style. It is basically 
romantic, or impression 
is tic . ...... -.. · ............ . 
256. Prominent French compo-
sers of the 1920's are 
Darius Milhaud, Arthur 
Honneger, and Eric 
Satie ...... ............ . 
244 
Jury Jury Jury 
Number 1: Number 2: Number 3: Gombined 
General Music 
Educators Directors 
(2) (3) 
2.0 1.8 
2.0 1.6 
2.0 1.8 
2.0 1.8 
2.0 1.8 
2.0 2.0 
Professors 
of Music 
Education 
(4) 
1.5 
1.7 
1.7 
1.8 
2.0 
2.0 
Juries 
75) 
1.8 
*1 .. 8 
*1.8 
1.9 
1.9 
2.0 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
H. Structural Designs of 
Musical Composition 
264. Form in music is the re-
sult of an organization 
of the various musical 
materials--rhythm, mel-
ody, harmony. They are 
formed into patterns 
tha,t follow one or the . 
other in oraerly succes-
sion, and in a series of 
likenesses and contrasts. 
270. A composition may have 
an introduction and an 
ending, called the coda. 
273. A subject is a musical 
idea which may be re-
peated or developed in 
the course of a compo-
sition. The subject may 
be a complete idea, con-
s.isting of nne or more 
periods; or it may be a 
mere fragment, such as a 
single motive ...•..•.•.. 
275. A musical composition is 
usually built around a 
central thame or sub-
ject, usually accompa-
nied by other lesser im-
p.ortant themes. It gen-
erally grows out of the 
way the composer ar-
ranges these themes and 
-245 
Jury Jury Jury 
Number 1: Number 2 : Number 3 : Combined 
General Music 
Educators Directors 
(2) {3) 
1.9 1.7 
1.9 1.7 
2.0 1.6 
Professors Juries 
of Music 
Education 
(4) (5) 
1.5 *1.7 
1.5 1.7 
1.6 1.7 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
EOdifies them through 
the devices of repeti-
tion, variation, and 
contrast •.•..•.• i······· 
267. Variety in musical form 
is secured by the alter-
nation of contrasting 
ideas, or by the intro-
duction of new details .. 
263. Musical form has a his-
tory of structural ~vo-
lution, .•.••.......•.•.. 
266. Unity in cr~ating musi-
cal forms is secured by 
the persistence of a 
given measure, by the 
regular occurrence of 
an accent or group of 
accents, and by the rep-
etition--either exact or 
suggestive--of musical 
ideas . ................... . 
269. Sections which bridge 
over from one principal 
passage to another are 
called transitional pas-
sages •...•.••.•........ 
279. A phrase is generally 
made up of four meas-
ures; how~ver, in ~lab­
orate forms of composi- · 
tion the phrase is 
freely contracted or ex-
panded ........•........ 
246 
Jury Jury Jury 
Number 1: Number 2: Number 3: Gombined 
General Music 
Educators Directors 
(2) (3) 
1.9 1.6 
2.0 1.9 
1.7 2.0 
1.9 2.0 
1.9 2.0 
2.2 1.8 
Professors 
of Music 
Education 
(4) 
1.6 
1.6 
2.0 
1.8 
1.9 
1.6 
Juries 
(5) 
*1.7 
1.8 
1.9 
1.9 
1.9 
1.9 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
268. Sections of a composi-
tion in which a subject 
is definitely stated are 
called principal .pas.-. 
sages ..•..• , ............ . 
274. The form of a musical 
composition may range 
from that of a s.ingle 
sentence to an elaborate 
architectural structure 
composed of figures, 
motives, phrases, pe-
riods, and divis.ions., .. 
all arranged in synnnet-
rical and unified order. 
282. Compositions in which 
two or more periods are 
combined are said to be 
in song form .........•.. 
I. The Orchestra and I.ts 
Instruments 
308. The string choir is 
made up of the violin, 
viola, cello, and string 
bass . ............. --"· ..... . 
309. The brass choir. is. made 
up of the trumpet, 
French horn1 trombone, 
and tuba •.••••........ · •.. 
247 
Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
2.0 2.0 
2.2 1.8 
2.2 2.0 
1.4 1.0 
1.4 1.0 
Professors 
of Music 
Education 
1.9 
1.9 
1.7 
1.0 
1.0 
Juries 
(5) 
2.0 
2.0 
2.0 
*1.1 
*1.1 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
311. The percussion family of 
the orchestra is made up 
of the tympani., bass 
drum, snare drum, cym-
bals,.celesta,.chimes, 
triangle, tambourine, 
wood-blocks, glochen-
spiel, orchestra bells, 
xylophone, and marimba .. 
310. The woodwind choir is 
made up of the pic.colo, 
flute, clarinet, oboe, 
English horn, alto clar-
inet, bass clarinet, 
bassoon, and contra bas-:-
soon .. , ....... · .......... . 
313. The string choir is the 
nucleus around which the 
symphony orchestra is 
built •.••........ · •....•.. 
297. Haydn is called the 
father of the modern or-
chestra because he 
weeded out the undesir-
able ancient instru-
ments; and he left the. 
instrumentation which, 
with a few changes, be-
came the orchestra that 
we use today .•••.•...•.• 
248 
Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(i) (3l 
1.4 1.0 
1.5 1.0 
1.5 1.1 
1.6 1.4 
Professors 
of J.vl;usic 
Education 
(4) 
1.0 
1.0 
1.2 
1.3 
Juries 
(5) 
*1.2 
*1.3 
*1.4 
(continued on next page) 
Table 3. (continued) 
Item 
{1) 
325. The woodwind group of in-
struments, with the ex-
ception of the flute, de-
rive their tone from the 
vibration of reeds ..... . 
348. The French horn has a 
beautiful velvety tone, 
·a wide playing range, 
dynamic expression, and 
variety of tonal colors. 
367. The drums are the rhythm 
instruments of music. 
They can carry their mes 
sage without melody. 
They can arouse the. 
spirit of war in a prim-
itive person; they can 
beat out a mournful ele-
gy or express great joy. 
The weird, .the mysteri-
ous, the terrible can be 
portrayed with tremen-
dous drama and reality 
by rhythm being played 
upon them~. ~. ~ ....• ~ ...• 
315. The violin has a wealth 
of technique and effects 
such as the tremolo, piz 
zicato. It can be mute~ 
it can play two notes .. to 
gether; broken chords of 
four notes can be 
sounded. It can produce 
delicate harmonics. 
Notes can be played por-
Jury Jury 
Number 1: Number 2: 
General Music 
Educators Directors 
(2) (3) 
1.4 1.4 
1.5 1.4 
1.6 1.3 
(con_tinued on next page) 
249 
Jury 
Number 3: Combined 
Professors Juries 
of Music 
Education 
(4) (5) 
1.4 *1.4 
1.5 *1.5 
1.3 *1.4 
Table 3. (continued) 
Item 
(1) 
tamento and glissando; 
or can be separated by 
s_taccato or the bounding 
bow called 11spiccato 11 ••• 
316. The viola is similar in 
shape to the violin ex-
cept that it is one 
fifth larger and has 
heavier strings, and is 
tuned a fifth below it. 
It has a rich, brooding 
tone. It plays the 
third part in a string 
quartet. In the orches-
tra it is found playing 
mostly in four-part har-
mony with the first and 
second violins and the 
cellos. It is also used 
for special tone color 
or ~olo work ..•.•....... 
324. The piccolo is a half-
size flute and plays an 
octave above the flute. 
It has weak and.~ollow 
tones in its lower reg-
ister; in its second oc-
tave it is bright and 
joyous, while its upper 
.notes ,are shrill and 
piercing in quality. It 
is used mainly for spec-
ial effects in the or-
chestra •..•.......••.... 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.8 1.4 
1.7 1.4 
1.6 1.5 
Professors 
of Music 
Education 
(4) 
1.4 
1.5 
1.5 
Juries 
(5) 
*1.5 
*1.5 
*1.5 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
327. The oboe has an incisive 
nasal tone of great 
beauty. Composers use 
them to achieve many ef-
fects of tonal color. 
They are often used to 
suggest pastoral or ori-
ental themes, and are 
adapted to legato and 
staccato playing •.•.•... 
328. The English horm is an 
oboe, half as large 
again as the smaller in-
strument. Its tone 
quality is quieter and 
more solid than that of 
the oboe, being full, 
rich, and sonorous •..... 
329. The bassoon can secure 
laughable and grotesque 
effects; it is also used 
as a harmony instrument 
of great color.' In its 
lower register it is 
solemn, grave, and fore-
boding; in its middle 
register it is weird and 
sepulchral in character; 
and its highest notes 
are dramatic and pene-
trating ••.•••.......•..• 
336. Sax invented the saxo-
phone. This instrument 
has gained slowly a 
foothold as a solo in-
251 
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Number 1: Number 2 · Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.6 1.4 
1.7 1.4 
1.7 1.4 
Professors 
of Music 
Education 
(4) 
1.4 
1.4 
1.4 
Juries 
(5) 
*1.5 
*1.5 
*1.5 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
strument. It is used in 
the band and dance or-
chestra for special ef-
fects) and as a solo in-
strument for particular 
occasions in the sym-
phony orchestra ..••....• 
337. In brass instruments, 
tone is produced by 
pressing the lips agains 
a mouthpiece and blowing 
through them. If the 
lips are stiffened, they 
will vibrate regularly 
and transmit their vi-
brations to the air 
column in the tube, caus 
ing tone to be produced 
in the instrument •..•..• 
345. The trumpet plays with a 
bold, clear, sharp tone; 
the cornet has a soft, 
mellow, broad tone •..••. 
358. The modern tuba plays 
the bass part in the or-
chestra and has a gruff, 
powerful tone •..•.•••.•. 
366. The drum has been and is 
played by people of all 
types and levels of cul-
ture throughout the 
world. It is used by 
primitive tribes in the 
heart of Africa, and in 
252 
Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.7 1.4 
1.6 1.4 
1.6 1.4 
1.6 1.4 
Professors 
of Music 
Education 
(4) 
1.3 
1.4 
1.5 
1.4 
Juries 
(5) 
*1.5 
*1.5 
*1.5 
*1.5 
(continued on next page) 
Table 3. (continued) 
Item 
(1\ 
the world's greatest sym 
p·hony orchestras. It · 
has been closely associ-
ated with man'e entire 
history. • ••••...••.•.... 
368. Drums vary in size from 
the bass drums to the 
snare drum ..•..•........ 
369. The tambourine, casta-
nets, tom-toms, cymbals, 
and triangles are per-
cussion instruments 
used for colo~ful ef-
fects in the orchestra .. 
370. Bells, chimes, the 
glockenspiel, celesta, 
xylophone, and marimba 
have definite pitch in 
the percussion family ... 
292. The beginning of the 
modern orchestra oc-
curred in about the 
middle of the 16th cen-
tury on a primitive ba-
sis. Its function was 
to supply an accompani- · 
ment, chordal in nature, 
for the operas or ora-
torios of that period •.. 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.7 ~.3 
1.6 1.4 
1.6 1.4 
1.7 1.4 
1,6 1.6 
Professors 
of Music 
Education 
1.5 
1.4 
1.4 
1.3 
1.7 
Juries 
(5) 
*1.5 
*1.5 
*1.5 
*1.5 
*1.6 
(continued on next page) 
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Table 3. (continued) 
Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
item General Music 
Educators Directors 
317. The cello plays the 
fourth part among the 
strings, both in the quar 
tet and the orchestra, bu1 
may be used for a solo or 
obligato passages. In 
solo execution, all tech-
nical points of the violu 
are practic~ble_on the 
cello, within certain 
limitations.... . . . • . . . . . . 1. 7 
318. The contrabass is the 
largest ofthe bowed in-
struments. Its tone 
color i_s heavy, gruff,. 
and ponderous. It plays 
the bass part in the or-
chestra, and also can 
play solo passages. It 
gives the bass of the or-
chestra solidity and 
strength. . • . . • • . . • . . • . . .. . 1. 8 
323. The flute is the most 
agile of the wind instru-
ments, being surpassed 
only by the violin in 
technical capabilities... 1.8 
330. The contra bassoon is the 
deepest instrument in the 
orchestra, sounding a~ 
octave below the bassoon. 
It sounds like the tone 
of a deep-voiced organ 
pipe ....•.•.....•..•..... 1.8 
(3) 
1.5 
1.4 
1.6 
1.4 
(continued on next page) 
Professors 
of Music 
Education 
(4) 
1.5 
1.5 
1.5 
1.7 
Juries 
(5) 
*1.6 
*1.6 
*1.6 
*1.6 
~able 3. (continued) 
Item 
(1) 
333. The clarinet in its low 
register, called the 
chalumeau, is sonorous 
and mellow. The middle 
register is clear, sweet 
and strong, penetrative 
and expressive. The up-
per register is bril-
liant and is sometimes 
inclined to have a 
ttreedy" quality. It 
has tremendous agility, 
variety of tonal offer-
ing, limited mainly by 
the ability of the per-
former .... .............. . 
341. The cornet is used in 
the band and rarely in 
the orchestra. The 
trumpet is used in the 
symphony orchestra as 
the soprano instrument 
of the brass section .... 
350. The modern symphony or-
chestra uses four French 
horns in its instru-
mentation ••.•........... 
359. Large symphony orches-
tras use from four to 
eight players in the 
percussion section ..•... 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
. (2) (3) 
1.9 1.4 
1.8 1.4 
1.9 1.5 
1.8 1.5 
Professors 
of Music 
Education 
(4) 
1.4 
1.5 
1.6 
1.4 
Juries 
(5) 
*1.6 
*1.6 
*1.6 
*1.6 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
364. The tuning of the modern 
:tympani can be . changed 
very quickly by the use 
of foot pedals. In 
fact, tunes can be 
played on them ..••••.•. 
307. Composers of today are 
experimenting-and seek-
ing new avenues of 
tonal effect .......•.••. 
322. The flute, in its low 
register, is soft and 
melancholy; in the 
middle register it is 
peculiarly sweet and 
clear, the voice liquid 
in quality; in its up-
per register it is bril-
liant and hard .......•.. 
~35. The bass clarinet is the 
largest and deepest 
sounding instrument of 
the clarinet family. It 
sounds best.when played 
in its lowest register .. 
346. The French horn started 
out as a hunting horn. 
It was used for this 
purpose by the French 
King Louis XI and his 
successors. Because it 
met with such favor in 
France, it was eventu-
ally called the French 
horn .•.•...•..........• 
256 
Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music Professors Juries 
Educators Directors · of Music 
Education 
(2) (3) (4) (5) 
1.8 1.5 1.6 *1.6 
1.8. 1.6 1.6 *1.7 
1.9 1.6 1.7 *1.7 
2.0 1.5 1.5 *l. 7 
1.8 1.6 1.7 *1.7 
(continued on next page) 
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Table 3. (continued) 
Jury Jury Jury 
Number l: Number 2: Number 3: Combined 
Item General Music Professors Juries 
Educators Directors of Music 
Education 
(l) (2) (3) (4) (5) 
355. The bass trombone is 
used in the orchestra. 
It has a gruff and pon-
derous tone ..••...•..•.. 1.8 1.6 1.7 *1.7 
.. 
356 • The modern symphony or-
chestra generally uses 
three tenor trombones 
and one bass trombone •.. 1.8 1.7 1.6 *1.7 
371. The harp has a long.his-
tory associated with it 
from the ancient Egyp-
tians down to the 
present day .•..••••... ; . 1.7 1.6 1.7 *1.7 
293. The 16th century arches-
tra was made up of lutes 
lyres, viols, and prim-
itive wind instruments, 
led by a conductor play-
ing the harpsichord ..... 1.8 1.7 2.0 *1.8 
298. The symphony orchestra 
of Haydn and Mozart con-
sisted of the string 
quartet, two trumpets, 
two horns, two flutes, 
two oboes, and two bas-
soons. Mozart also used 
clarinets in this type 
of orchestra. Haydn, 
however, did not use 
them until the later 
part of his life .......• 1.8 1.8 1.9 1.8 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
299. Beethoven used a wealth 
of orchestral tonal 
coloring in his music 
and developed great com-
mand over it. He used 
the trombone, cello, the 
piccolo, and contra 
bassoon with great vari-
ety and effect. He also 
added the third and 
fourth horns to the or-
ches,tra ••••.••..•..•..•. 
303. Richard Wagner developed 
consummate skill in 
handling the brasses. 
In his hands brass in-
struments came to matur-
ity as members of the 
Drchestra, ranking with 
its other choirs of 
strings and woodwinds ... 
312. The ,violin, viola, cello 
and string bass de-
scended from the viol 
family of string instru-
ments . ................... . 
314. Great names, associated 
in the past, with the 
development and con-
struction of the violin 
are Amati, Stradivarius, 
and Guarnerius. All 
were inhabitants of the 
town of Cremona in 
Italy .••••.......••..... 
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Jury Jury Jury 
Number 1: Number 2 · Number 3 : Combined 
General Music 
Educators Directors 
(2) (3) 
1.8 1.9 
1.8 1.7 
1.6 1.8 
1.8 1.8 
Professors 
of Music 
Education 
(4) 
1.7 
1.8 
1.9 
1.8 
Juries 
(5) 
*1.8 
*1.8 
*1.8 
1.8 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
319. The flute played a 
prominent part in the 
lives of the Egyptians, 
Hebrews~ and Greeks. In 
Greece, flute playing 
contests were held as 
part of their athletic 
tournaments •..••••.•.... 
354. The trombone used in the 
orchestra is the tenor 
trombone, It can ex-
press musical effects 
that are menacing and 
formidable, or produce 
effects that are heroic, 
majestic, gloomy, or 
calm and imposing •...... 
372. The harp has a wealth of 
technique and effects. 
Arpeggios, glissandi, 
and chords are pecul-
iarly suited to the harp 
295. Bach and Handel used an 
orchestra made up of a 
string choir, a brass 
section, made up of two 
trumpets and two French 
horns, two flutes, two 
oboes, and one or two 
bassoons, along with the 
.harpsichord, lutes, and 
lyres. The clarinet, 
cello, and trombone were 
not used •.•.•..•..•..•.. 
Jury Jury 
Number 1· Number 2: 
General Music 
Educators Directors 
(2) (3) 
1.9 1.6 
1.7 1.6 
2.0 1.5 
(continued on next page) 
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Jury 
Number 3: Combined 
Professors Juries 
of ·Music 
Education 
(4) (5) 
2.0 1.8 
1.6 *1.8 
1.8 *1.8 
Table 3. (continued) 
Item 
(i) 
302. Richard Wagner was a 
master of instrumental 
technique and the use of 
tonal color in writing 
for the orchestra ..•.... 
334. The alto clarinet is 
used mainly in the.band, 
but is also used in the 
orchestra •...•..••...•.. 
338. Animal horns, or hol-
lowed ... out pieces of 
wood, cupped at the 
small end, during the 
Stone Age, are thought 
to be the forerunners of 
the trumpet, cornet, 
horn, tuba, and trombone 
339. The trumpet traces its 
ancestry to instruments 
used among the Chinese, 
Egyptians, Greeks, and 
Romans. For centuries 
it was a badge of roy-
alty and could be used 
only by royalty. · It has 
been present at all 
court functions~ cele-
brations of great mar-
tial victories, and im-
portant affairs of 
state. Up to the time 
of the Stuarts, the 
trumpet was reserved to 
be used only for royal 
functions •...•..•••.•... 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.9 1.7 
2.0 1.8 
2.0 1.8 
2.0 1.8 
Professors 
of Music 
Education 
(4) 
2.0 
1.7 
2.0 
2.0 
Juries 
(5) 
1.9 
1.9 
1.9 
1.9 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
342. Until the beginning of 
the 19th century brass 
instruments, such as the 
trumpet, were played like 
the military bugle of to-
day. Bugle calls are 
limited to five or six 
notes of good quality; 
other notes are possible 
but are difficult to· 
play. Consequently, 
the earlier composers 
wrote chords based on . 
the tonic and dominant 
chords for brass instru• 
ments to play ..••..•.•.• 
351. The word trombone means 
"big trumpet 11 in Italian. 
It became a distinct in-
strument when the slide 
was added to it. The 
slide was invented during 
the early part of the 
14th century ..•.•.•.•... 
375. Cristofori, in his quest 
to ove~com~ the limita-
tions of the harpsichord 
invented the pianoforte 
in 1709. This word 
means 11soft-loud." Our 
word, piano, is a con-
traction of it •.•....•.. 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
2.0 1.8 
1.8 1.8 
1.7 
Professors 
of MUsic 
Education 
(4) 
1.9 
2.0 
1.8 
Juries 
(5) 
1.9 
1.9 
*1.9 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
376. Beethoven r~cognized the 
fact that the piano re-
quired a kind of music 
different from that 
which had been written 
for its predecessors. 
304. 
He wrote solid, sus-
tained chords shaded 
from diminuendo to cre-
scendo, and wrote stae-
cato passages. His mu-
sic was adapted t.o the 
nature of the instrument 
Recto~ Berlioz developed 
instrumental techniques 
that made the orchestra 
a great dramatic and 
emotional medium of mu-
sical expression. He 
knew and understood the 
capacities and limita-
tions of music instru-
ment$ . ................ ., .. 
305. Debussy, in his writing 
for the orchestra, 
achieved sweeping dimen-
sions of color and 
sonority •..•.•••.••.•..• 
306. Richard Strauss develope< 
and explored the poten-
tialities of the orches-
tra. He made frequent 
use of the upper regis-
ters of music instru-
ments and made an exten-
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Jury Jury Jury 
Number ··1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.9 1.8 
2.0 1.9 
2.0 2.0 
Professors 
of Music 
Education 
(4) 
1.9 
2.0 
2.0 
Juries 
(5) 
1.9 
2.0 
2.0 
(continued on next page) 
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Table 3. (continued) 
Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
Item General Music Professors Juries 
Educators Directors of M:usic 
Education 
(1) (2) (3) (4) (5) 
sian of technique in 
every voice. He em-
played many novel ways 
in which to play music 
instruments in his works 2.0 1.8 1.9 2.0 
349. Richard Wagner wrote for, 
and used, the French 
horn very skillfully in 
the orchestra •.••.•..•. 2.0 1.7 2.2 2.·0 
373. The clavichord and harp-
sichord were developed 
in the latter part of 
the 14th century .••...•. 2.2 1.8 2.0 2.0 
J. Musical Theory 
403. Symbols, called notes, 
indicate the length of 
time a tone is to be 
sounded .•••.....•...•.•. 1.2 1.0 1.2 *1.1 
378. A staff-contains-five. 
lines and four spaces; 
it may be extended above 
and below by the addi-
tion of leger lines ••... 1.2 1.1 1.2 *1.2 
379. The highness or.lowness 
of musical tones is 
called pitch and is rep-
resented by the position 
of notes on the musical 
staff ..•.•..•.•.••.•.... 1.4 1.1 1.0 *1.2 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
380. No staff is complete 
without a clef at the 
beg_inning to establish 
the relationship of 
pitch names. There are 
several of them, but the 
treble or G clef, and 
the bass or F clef, are 
the two most commonly 
used. The former gives 
its letter name to the 
second line of the 
treble staff; the lat-
ter to the.fourth line 
of the bass staff,, •. ,.~ 
383. A key signature estab-
l~shes the location of a 
beginning scale on a 
staff and structures the 
relationship of the 
tonal steps in the scale 
They are placed on the 
scale after the clef •... 
396. In a measure signature, 
the upper figure tells 
the number of beats.in 
a measure; the lower 
figure tells the type of 
note that is to be the 
unit of the beat ....•..• 
404. Symbols, called rests, 
indicate periods of si-
lence •.......•...•...... 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.4 1.2 
1.4 1.2 
1.5 1.2 
1.3 1.1 
Professors 
of Music 
Education 
(4) 
1.0 
1.0 
1.0 
1.1 
Juries 
(5) 
*1.2 
*1.2 
*1.2 
*1.2 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
415. Tempo is the name given 
to the.speed or rate of 
rapidity at which a com-
position is perf?rmed ... 
381. Each line and space of a 
staff is called a degree 
and the degr.ees are 
named by the first seven 
letters of the alphabet, 
which are called pitch 
names ..••.•... ........... 
399. The beat is most com-
monly represented by a 
quarter note; however, 
a composer can use any 
value he pleases, such 
as an eighth, sixteenth, 
or half note to stand 
for this value •.•.••.... 
419. The dynamics of a compo-
sition indicate the 
loudness or softness of 
tones; degrees of inten-
sity in a music composi-
tion are indicated by 
the following terms: 
pianissimo, abb. pp. 
Very Soft. 
piano, abb. p ... Soft. 
mezzo piano, abb. mp. 
Medium soft. 
forte, abb. f. Loud. 
mezzo forte, abb. mf. 
Medium loud. 
Jury Jury 
Number 1: Number 2: 
General Music 
Educators Directors 
_(_2} (3) 
1.4 1.2 
1.5 1.2 
1.4 1.4 
(continued on next page) 
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Jury 
Number 3: Combined 
Professors Juries 
of ·Music 
Education 
-{4). (S) 
1.0 *1.2 
1.3 *1.3 
1.2 *1.3 
Table 3. (continued) 
Item 
(1) 
fortissimo, abb. ff. 
Very loud. 
sforzando, abb. sf. 
Explosively. 
400, There must be an equal 
number of beats in a 
measure, but it is not 
necessary to have an 
equal number of tones ... 
417. It is a custom amqng mu~ 
sicians to use the fol-
lowing words to denote 
or describe a tempo: 
Largo (very slow); an-
dante (slow); andantino 
(rather slow); moderato 
(at a moderate pace); 
allegretto (rather fast) 
allegro (fast); _presto 
(very fast) ..•..•....... 
418. Variations in intensity 
are indicated by cre-
scendo (meaning gradu-
ally louder); diminuendo 
means becoming gradually 
softer.~,, .............. . 
421. The signs 1/: 1 6 , !:, : are 
called accidentals. 
They are used to make 
chromatic alterations 
in music ......••..•..... 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.4 1.3 
1.4 1.5 
1.4 1.3 
1.4 1.3 
1.7 1.2 
Professors 
of Music 
Education 
(4) 
1.3 
1.4 
1.4 
1.4 
1.2 
Juries 
(5) 
*1.3 
*1.4 
*1.4 
*1.4 
*1.4 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
423. Musical notation involves 
musical symbols to indi-
cate repetition, such as 
~ I fl , which means repeat 
all material before sign. 
Material contained be-
tween two of these signs 
must be repeated. D.C., 
abbreviation for Da Capo, 
indicates a repeat from 
the beginning to the 
word Fine. D.S., abbre-
viation for Italian Dal 
Segno, indicates a re-
peat from the sign (:S:) 
to the word Fine ....•... 
424. A slur joins notes of 
different pitches; a tie 
joins notes of the same 
pitch. Dots, above or 
below notes; indicate 
staccato ....•.•.......•. 
~ 425. A fermata, , a hold, 
adds to the length of 
tone ..................... . 
377. The treble and.bass 
staves are graphs upon 
which are plotted key, 
pitch, rhythmic and har-
monic relationships ..... 
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Jury Jury Jury 
. Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3f 
1.8 1.2 
1.6 1.3 
1.6 1.4 
1.7 1.3 
Professors 
of Music 
Education 
(4) 
1.3 
1.3 
1.4 
1.5 
Juries 
(5) 
*1.4 
*1.4 
*1.5 
*1.5 
(continued on next page) 
.Table 3. (continued) 
Item 
(1) 
382, The scale of C is the 
only one of the major 
scales in which the 
whole and half steps co-
incide correctly with 
the natural letter 
pitches; in every other 
major scale it is neces-
sary to raise or lower 
certain letter pitches 
to get the proper step 
and half step succes-
sions . ............ _ ......... 'I) 
405. There are whole, half,· 
quarter, eighth).s~­
teenth, and thirty-
second notes and their 
corresponding rests. 
These symbols have a 
ratio.of two to one. 
Ratios other than two to 
one are made by the ad-
dition of a dot •........ 
384. Key relationships are 
established.by the.circl 
of fifths, a table of 
key signatures for all 
major and their relative 
minor keys •....•....•..• 
385. Each major key has its 
relative minor key, and 
both are indicated by 
the same key signature .. 
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Jury Jury Jury 
Number 1: Number 2 • Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.6 1.3 
1.4 1.4 
1.8 1.8 
1.8 1.5 
Professors 
of Music 
Educati.on 
(4) 
1.5 
1.5 
2.2 
1.5 
Juries 
*1.5 
*1.5 
1.6 
*1.6 
(continued on ne:x:t page) 
Table 3. (continued) 
Item 
(1) 
389. The chromatic scale em-
braces twelve tones in 
seven degrees and is 
formed of half steps .... 
406. Duration, represented by 
these symbols, is meas-
ured by beats, the 
standard of measurement 
varying according to the 
type of measure signa-
ture . ................ ·- .... . 
408. A tonal interval is the 
difference.in pitch be--
tween two tones. An in-
terval is produced by 
s·ounding two tones 
simultaneously or suc-
cessively.~ •....••...•.. 
416. A metronome is an in-
strument with a pendulum 
which ticks back and 
forth a given number of 
vibrations a minute.. It 
is governed by setting a 
weight on it at any 
given point on the nu-
merical gauge. In a 
composition~ if the com-
poser indicates the 
exact number of beats 
per minute it will be 
indicated at the begin-
ning of a compositionL 
For example: Mm..l' = 120 
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Jury Jury Jury 
Number 1: Number 2: Nli1Ilber 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.7 1.5 
1.7 1.5 
1.8 1.4 
1.5 1.6 
Professors 
of Music 
Education 
(4) 
1.5 
1.6 
1.7 
1.7 
Juries 
(5) 
*1.6 
*1.6 
*1.6 
*1.6 
(continued on next page) 
270 
Table 3. (continued) 
Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
Item General Music Professors Juries 
Educators Directors of Music 
Education 
_(1} (2) (3) (4) {sY 
420. The following words are 
commonly used by campo-
sers to indicate in a 
composition the manner 
in which it should be 
performed; they are 
called expression marks: 
animato. With anima-
tion. 
legato. Smoothly con-
nected. 
maestoso .. Majestically 
simp lice. Simply. 
sostenuto. Sustained. 
spirito, Spiritedly. 
staccato. Dis con-
nectedly. 
vivace. Vi vac ious.l y· ..• 1.7 1.5 1.7 *1,6 
422. Composers change keys 
often in compositions; 
this. is called modula-
tion . ...................... 1.6 1.6 1.7 *1.6 
390. In all scales it is the 
third tone from the 
foundation which deter-
mines the mode as major 
or minor. If the inter-
val from the foundation 
is a major third> the 
scale is major; if a 
minor third, it is minor 1.8 1.6 1.8 *1.7 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
397. Time pepresents the sur-
face upon which musical 
structure is to be 
erected, measured by a 
system of units called 
beats, by which a system 
of measurement is es-
tablished to determine 
the various lengths of 
tone, define their 
rhythmic conditions, and 
govern the relationship 
of the several melodies 
sung or played together. 
398. A measure, a un~t of 
measurement in music, 
may be either duple--
consisting of two beats, 
or triple--consisting of 
three beats, or compound 
--consisting of four or 
six beats. The duple 
and triple specie can 
also be combined, making 
an irregular disposition 
of the accents·within a 
measure. For example: 
5 - 4 measure is either 
3 + 2 or 2 + 3 beats, 
with corresponding ac-
centuation •.•.•..•...... 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.4 1.8 
1.7 1.7 
Professors 
of Music 
Education 
(4) 
1.9 
1.8 
Juries 
(5) 
*1.7 
1.7 
(continued on next page) 
Table 3. (continued) 
Item 
401. Rhythm enters into music 
in two different ways: 
it exists in relation to 
a rhythmic framework 
that is built around a 
time pattern of either 
duple rhythm (2-4 meas-
ure), or triple rhythm 
(3-4 measure), or com-
pounds of either. The 
first has an accented 
beat followed by one un-
accented or lighter 
beat; in triple rhythm 
the accent is followed 
by two lighter beat~. 
In addition, the music 
has its own rhythmic 
designs--the rhythms 
that are structured by 
the formation of the 
melodies and chords ....• 
407. The ability to read mu-
sic involves the devel-
opment of correct re-
sponses to all kinds of 
rhythmic patterns oc-
curring in simple or 
compound time, and the 
power to recognize, 
hear, and sing the vari-
ous arrangements and 
combinations of figures 
of the tonic, subdomi-
nant, dominant, super-
tonic, mediant,submedi-
ant, and leading tone 
272 
Jury Jury Jury 
Number 1~ Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.6 1.7 
Professors Juries 
of M;usic 
Education 
(4) (5) 
1.7 *1.7 
(continued on next pag.e) 
Table 3. (continued) 
Item 
(1) 
chords, ,and to recog-
nize scalewise passages, 
neighboring tones going 
up or down one degree, 
along with simple modu-
lation, and flat and 
sharp chromatics that 
are the materials that 
melody-is made up of ... 
386. A diatonic scale may be 
either major or minor. 
In the major scale half 
steps occur between the 
third and fourth de-
grees. In the natural 
minor they occur between 
the second and third de-
greas, and fifth and 
sixth degrees of the 
scale •..••....•. ~ .•...... 
387. The harmonic minor scale 
has half steps between 
the second and third 
degrees, fifth and 
sixth degrees, and the 
seventh and eighth de-
grees, ascending and 
descending ...•.•...••... 
402. Ordinarily, in a compo-
sition, an equal number 
of beats occur in all 
measures; however, com-
posers, to secure vari-
ety, often have -differ-
ent groupings of beats, 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music Professors Juries 
Educators Directors of Music 
Education 
(2) (3) (4) (5) 
1.7 1.7 1.8 *1.7 
2.0 1.8 1.5 1.7 
2.1 1.8 1.9 1.9 
(continued on next page) 
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Table 3. (continued) 
Jury Jury Jury 
Number 1· Number 2· Number 3: Combined 
Item General Music Professors Juries 
Educators Directors of Music 
Education 
(1) (2) (3) (4) (5) 
such as a three-beat 
measure followed by a 
two-beat, or four-beat 
measure, or other com-
binations of beat pat-
terns._, ................. ~ 1.8 1.9 2.0 1.9 
409. Tonal intervals have a 
fixed relationship in 
any key ..••..•........•. 2.0 1.8 2.0 1.9 
388. .Ascending, the melodic 
minor scale has half 
steps between the second 
and third degrees, whole 
steps between the fifth 
and sixth, and between 
the sixth and seventh , 
degrees, and a half step 
between the seventh and 
eighth degrees. Descend 
ing, the scale has half 
steps between the sixth 
and fifth, and between 
the third and second 
degrees ....... .......... 2.2 1.9 2.0 2.0 
K . Conducting 
431. The conductor must.con~ 
vey musical meaning to 
his musicians by pro-
jecting understanding, 
feeling, and emotion 
through his personality 
and character, and 
through the art of 
gesture ..••.•....••••..• 1.4 1.4 1.5 *1.4 
. (continued on next page) 
Table 3. (continued) 
Item 
(1) 
430. A conductor must have a 
tremendous training and 
culture. He must be a 
historian and philoso-
pher; he must understand 
the musical styles and 
works of various periods 
and composers; he must 
be a thoroughly trained 
musician and artist, and 
must be a leader of men. 
432. The conductor must find 
the true tempo of the 
music he is interpreting 
and indicate it to those 
he is leading •.•••••.... 
435. A conductor must know 
the orchestral instru~ 
ments~ their limita-
tions and characteris-
tics, and their use in 
the orchestra. He must 
know and understand the 
human voice, its various 
ranges, types, and 
qualities •....••........ 
436. A conductor mutt. be able 
to fluently read a 
score ...•.••......•..... 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
1.5 1.6 
1.6 1.6 
1.5 1.5 
1.6 1.6 
Professors 
of Music 
Education 
(4) 
1.6 
1.7 
1.7 
1.7 
Juries 
75) 
*1.6 
*1.6 
*1.6 
*1.6 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
437. Three elements in musi-
cal expression over 
which the conductor e~­
erts major control are 
tempo, dynamics~ and. 
phrasing •...•. ~ •••.••••• 
440. The first beat of every 
measu:t;e is a down beat; 
the last must always be 
an up .beat ••..••....•.•.. , 
433. A conductor myst learn 
to keep a steady tempo .. 
438. The same basic under-
standings of music.are 
necessary to cqnduct a 
s~ple folk song or 
simple art song as are 
needed to c·onduct a 
Beethoven symphony ....•• 
439. A preparatory.beat is 
executed at the .exact 
tempo of a piece and 
also in proper charac-
441. 
ter. ~. • ...•••••..•.•.•. 
The two-beat measure in 
simple or compound meas-
ure is conducted with 
the following beat pat·.:.. 
tern: ').... 
~ 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music Professors Juries 
Educators Directors of ·Music 
Education 
(2) (3) (4) 
1.7 1.6 1.6 *1.6 
1.8 1.5 1.7 *1.6 
1.6 1.6 1.9 *1.7 
1.8 1.6 1.7 1.7 
2.1 1.6 1.9 1.8 
1.6 1.9 *1.8 
(continued on next page) 
Table 3. (continued) 
Item 
(1) 
442. The four-beat measure is 
conducted with the fol-
lowing beat pattern, 
simple or compound, un-
divided:~Ji~ 
I 
443. The three-beat measure 
is conducted with the 
following beat pattern, 
simple or compound, un-
divided: ~_,_ 
I 
444. The six-beat measure is 
conducted with the fol-lo::;;rs: 
;2... I 'f 
428. Felix Mendelssohn estab-
lished the school of 
modern conducting tech-
niques. He used the 
baton in conducting and 
treated the orchestra as 
an immense instrument 
upon which he played witb 
feeling and style. He 
was one of the first to 
whom the term "interpret-
ing conductor" could be 
applied ................ ,. 
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Jury Jury Jury 
Number 1: Number 2: Number 3: Combined 
General Music 
Educators Directors 
(2) (3) 
2.0 1.5 
2.0 1.5 
2.0 1.5 
1.8 2.0 
Professors 
of Music 
Education 
(4) 
1.8 
1.8 
1.8 
2.2 
Juries 
(5) 
*1.8 
*1.8 
1.8 
2.0 
(continued on next page) 
Table 3. (concluded) 
Item 
(1) 
L. Harmony 
448. Harmony is the science 
which treats of chords 
~-their construction, 
interrelation, and log-
ical progression .•.••.. 
449. The art of harmony is 
distinguished from the 
art of counterpoint in 
that the former deals 
with chords and the 
latter with combined 
melodies ...•..•.••...•. 
468. A change of key in mu-
sic is called modula-
tion. There may be 
transitory, temporary, 
or permanent modula-
tions in a composition, 
indicated sometimes by 
marked cadences; and 
sometimes they are made 
so skillfully by a com-
poser that the listener 
is almost unaware of 
them .••.•.•..•.......... 
471. Harmony has evolved 
through many stages of 
development through the 
past three hundred 
years ...••.•.•..•...... 
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Jury Jury Jury 
Number 1; Number 2: Number 3: Combined 
General Music Professors Juries 
Educators Directors of Music 
Education 
(2) (5) 
1.8 1.6 1.7 *1.6 
2.0 1.5 1.8 1.8 
2.1 1.8 1.8 1.9 
2.0 2.0 2.0 2.0 
CHAPTER VI 
SUMMARY AND IMPLICATIONS OF THE STUDY 
1. Introduction 
In the preceding chapters a detailed report of the results of 
this study nre given in the forma£ three tables. In this chapter 
a general summary will be made of them in their relationship to each 
other, and of the implications of the study in music education. 
2. Summary 
Item evaluation by the three juries.-- The three juries agreed 
closely in their evaluation of the relative importance of the various 
items in general education. With items dealing with highly technical 
matters in music education, the general educator had a tendency to 
reject them as being unimportant in general education, while the di-
rectors of music education and the professors of music education were 
inclined to agree that they were important. However, sometimes the 
general educators were in agreement with the music directors, some-
times with the professors of music education. There was no strong 
tendency between any two of the juries to go in the same direction in 
evaluating the check list. 
Item averages.-- The three juries agreed closely in their aver-
ages for each item. They had a common tendency to reject the same, or 
accept the same items. Very few items were ranked as very important 
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in general education, and very few were ranked as completely unimpor-
tant in general education by the three juries. 
Curriculum placement.-- Considerable difference of opinion exists 
as to where items that received averages from important to very impor-
tant should be taught in the curriculum. This is indicated by the per-
centage differences that exist among the three juries on many items, as 
to whether an item should be a direct objective of junior-high-school 
music. The average of t~e combin~d juries in regard to the same items, 
ranked as important to very important in general education, indicated 
this same confusion existed in the group as a whole in regard to cur-
riculum placement of objectives. 
Relation of averages to objective percentages.-- As the averages 
declined in importance for an item, there was a tendency for the per-
centage of juries accepting it as an objective of junior-high-school 
music to decline proportionately. However, some items received aver-
ages of great importance in education, and low percentages as direct 
objectives, for thejunior high school. 
Selection of items in the master list.-- Ite~ for the master list 
were selected from Table 1. Included in this list were 267 items that 
had received averages from each jury and the combined juries from im-
portant to very important. 
Selection of direct objectives in the master list.-- In Table 2 
only 50 per cent or more of the combined juries agreed that 183 of the 
267 items should be direct objectives of junior-high-school music. Con-
fusion existed among the juries as to where objectives should be placed 
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in the curriculum. Therefore, in the master check list any item that 
was checked by 50 per cent or more of the combined juries is indicated 
by an asterisk in column (5) of Table 3. Unmarked items indicate that 
less than 50 per cent of the combined juries indicated the item should 
be a direct objective of junior-high-school music. 
3. Implications of the Study in Music Education 
The use of the master list.-- The master list of items for junior-
high-school music, developed from this study, should serve as a reli-
able guide to the building of junior-high-school music curriculums. It 
should serve to help build good units and give direction to a music ed-
ucation program. The master list of specific objectives should be of 
great help to teachers in the reorganization of their courses of study. 
Music education in general education.-- General educators, direc-
tors of music education, and professors of music education basically 
agree on the relative importance of certain objectives in music educa-
tion that should be a part of the general education for all children 
in the secondary school. General educators are thinking about music 
education in approximately the same terms as the music educator. 
Specific objectives of music education.-- The master list describes 
music education in specific terms. It eliminates the present vague 
generalities that serve as objectives; 
The place of music in general education.-- General music courses 
must become a basic part of the general education for all children in 
the secondary schools. The number of items selected by the three 
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juries indicates that music should become a part of a child's education 
throughout his six years in the secondary school. 
Analysis of objectives.-- In curriculum building, proper use of 
the items in the master list would require: (1) consideration of the 
capacities and abilities of the student relative to aims; (2) develop-
ment of proper activities and experiences to achieve these aims; and 
(3) evaluative procedure for determining the extent and nature of stu-
dent growth. 
Implications for teacher training.-- If the items checked as im-
portant in the inquiry are to form the bases of future courses in 
general music education, a type of education which encompasses both a 
musical background and an understanding of the science of education 
will be desirable for the music teacher. In other words, a person 
educated in the objectives of education and in the principles of cur-
riculum construction and teaching would be able to make more effective 
use of these items than would a person not so educated. 
4. Conclusions 
Selection of objectives for general music courses.-- The topics 
and objectives rated high in general ·education values by the three 
juries represent a helpful basis for the selection of general music 
course content. Using the master list of items, the curriculum maker 
or teacher can select objectives relative to their degree of importance 
in general education, and can plan a valid course of study for general 
music in grades 7, 8, and 9. Careful study of these objectives would 
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enable a curriculum builder, or a group of teachers, to determine the 
types of musical experiences and activities needed by the pupils to 
attain them .. 
APPENDIX A 
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APPENDIX C 
ITEM CHECK LIST 
CAMBRIDGE PUBLIC SCHOOLS 
DFFIDE OF 
DIRECTOR OF MUSIC EDUCATION 
89 ELM STREET 
CAMBRIDGE 39, MASSACHUSETTS 
.JAMES W. ANDERSON, DIRECTOR 
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October 9, 1956 
Dear Sir: 
I am attempting to develop a 111aster list of topics. and objectives 
for general :music in grades 7, 8, and 9, and to r~ them in the order 
of relative importance in general education. I am defining general 
education for the purposes of this study as that education which is so 
important in daily living that everyone should have a chance to acquire 
it within the limits of his native capacities. to learn. 
From te:x:tbooks, bull~tins, course'S of study, and articles in 
journals and other periodicals, I ha-ve deri-ved a list of s·tatements 
representing concepts, skills, and p~ssible resultant ideals, attitudes, 
and appreciations, which might be made ol>Jectives of lllllsic education in 
the junior high school .. The list includes 471 statements. 
I now need the e:x:pert judgment of a jury of recognized authorities 
in music education., to help provide a valid. basis for the ranking .of 
these pot.ential objectives, in terms of their relative importance in 
general education. Would you be willing to be a member of this jury? 
In return for the help of this jury, I int:end to supply each member 
with a mimeographed StJJilillary of the judgments .of the entire jury. 
I' lease examine the enclosed check list. I believe yo'U will find clear 
directions for marking. 
I shall greatly appreciate any help you can give in this study, 
and I will be glad to reciprocate in one of your studies, should the 
occasion aris.e. Kindly return the enclosed post card so I may know 
as soon as possible whether you can help. 
Sincerely yours, 
James W . .Anderson 
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Evaluation Form and Sample Items 
To jurors: 
The accompanying list of potential objectives of general music in 
Grades 7, 8, and 9 ha$ been derived from analysis and re-synthesis of 
courses of study, state bulletins, textbooks, articles in professional 
journals, and judgments of music teachers and supervisors. These ob-
jectives are not materials to be presented directly to pupils. They are 
specific clues to the kinds of experiences that should be provided pupils. 
Three juries made up of twenty-five general educators, twenty-five 
professors of music education, and twenty-five'directors of music in 
cities with populations of over 10 7 000, spread over various sections 
of the United States, are being a$ked to evaluate the items for pur-
poses pf determiti..ing (1) their relat:lve importance in general education, 
and (2) in what curr:lculum area or ~reas each item should be emphasized. 
The evaluations should be in terms of the ideal curriculum, not in t'erms 
of the existing curriculum--in other words,.the evaluation should be in 
terms of what should be done in a valid program of studies which recog-
nizes modern objectives of education. 
The term importance refers to how important it is that everybody 
have~ chance to acquire the particular concept or ability. It is not 
a question as to where it will be acquired. The items are to be thought 
of in terms of such questions as: 
How frequently is this useful in everyday living? 
Do all people have ~ for it? (Will it help people to have a 
better understanding and appreciation of music as an art and of 
its relationship to human beings and society, and thus to live a 
richer, happier, more complete, and/or better life?) 
To become better acquainted with the general nature of the check 
list, it is suggested that the respondent first read the instructions 
and then glance through the entire check list, reading items at random. 
He should then evaluate each item in the list, recording the first 
judgment that occurs to him. Respondents ~ invited to add any items 
they think should have been included; The blank pages at the end of 
the check list are for that purpose. 
In return/for your cooperation a summary of the responses will be 
sent to you, i~ you indicate that you want such a· summary. 
l 
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A Study of Potential Objectives 
of Junior-High-School Music Education 
Directions !2 jurors: In column (1) below, you will find the items 
which you are asked to evaluate. In column (2) opposite each item you 
will find the numbers 1, 2, 3. Please encircle the 1 if you think the 
item is among the most important of all objectives of music in general 
education; that is, in music education for all youth. 
Please encircle the 2 if you think the item is important, but not 
among the ~ important. 
Please encircle the 3 if you think the item is of little or no 
importance in general education, even though it might be of great im-
portance to a few persons who were specializing in music. 
In column (3) place a check mark~ if you believe the item 
should be an objective of the general-music course in junior high school, 
For example: The writer feels that the following item is very im-
portant in general education, and that it should be a direct objective 
of the general-music course in junior high school. He, therefore, would 
check the item on the evaluation form in the following manner: 
Relative Direct 
Items to Be Rated Importance Objective in General of General 
Education Music Course 
(1) (2) (3) 
A. The Human Voice and Its Development 
1. The voice was not originally used for L singing:. The art of song, as we know ~ 2 3 
it, is very young and, until recent 
times, was undeveloped. 
Note: It doe~ not necessarily follow that any juror would mark this 
item in this way. 
-1-
. 2-95 
THINGS EVERYONE SHOULD KNOW AND BE ABLE TO DO 
WITH REFERENCE TO JUNIOR-HIGH-SCHOOL MUSIC 
Items to Be Rated 
(1} 
Relative 
Importance 
in General 
Education 
(21 
-A. The Ruman Voice and Its Development 
1. The voice was not originally used for 
singing. The art of song, as we know 
it, ia very young and, until recent 
times, was undeveloped. 
2. The diaphragm is a source of energy 
for the singing voice. 
3. Vocal sounds are produced by the 
vibrations of the vocal cords, 
4.· The human voice has amplifiers which 
are various resonating cavities. 
5. The diaphragm, a broad, flat, arched 
muscle at the base of the lungs, con-
tracts downward and outward in the 
process o£ inhalation, and relaxes 
upward to let the air be exhaled, or 
even pushes upward in making tone. 
6. The voice box, which houses the vocal 
cords, must be kept low, in an even 
and relaxed position; it is partic-
ularly damaging to tone to have the 
voice box too high. 
7. Amplification is dependent upon 
proper use of nasal, pharyngeal, and 
oral resonance. 
8. Resonance varies in the nose, mouth, 
and pharynx, according to the voice 
lifts. 
1 2"' 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3· 
1 2 3 
1 2 3 
1 2 3 
2 
Direct 
Objective 
of Gene~al 
Music Course 
_(3} 
Items to Be Rated 
(1) 
9. In the scale of C major voice lifts 
occur for the first soprano, and 
first tenor voices at C# and F#. 
10. In the scale of C major voice lifts 
occur for the second soprano, and 
second tenor voices at C and F. 
11 .. In the scale of C major voice lifts 
occur for the baritone, and first 
alto voices at B or B~ and E or EP • 
12. In the scale of C major voice lifts 
occur for the bass and second alto 
voices at A or Ab and D or nb. 
13. In four-part choral music, four 
vocal divisions ·are listed; soprano, 
alto, tenor, and bass. 
14. Men's and women's voLces sound ap-
proximately an octave apart. 
15. The coloratura soprano voice is 
light, agile, and capable of ascend-
ing to great heights with flute-like 
runs and trills •. 
16. The dramatic soprano voice is power-
ful and resonant. 
17. The lyric soprano is a clear voice, 
with a sweet, song-like tone quality. 
18. The alt~ voice is usually thought of 
as rich~ warm, and deep; but it has 
many ranges nf vocal color from that 
of a mezzo-soprano, who possesses 
certain soprano characteristics, to 
the usually deep contralto, who dis-
plays many masculine characterist±cs 
of tone. 
Relative 
Importance 
in General 
Education 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
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3 
Direct 
Objective 
of General 
Music Course 
(3) 
297 
Items to Be Rated 
(1) 
19. The dramatic tenor voice is full, 
strong, and rich, and is capable of 
expressing great emotion. 
20. The lyric tenor voice is clear with 
a light, pleasing, song-like tone 
quality. 
21. The baritone voice is beautiful and 
has great dramatic powers, and pos-
sesses t~e greatest range of any 
male voices. 
22. The basso cantante is ~ flexible 
voice capable of singing florid 
melodies with agility, and a deep, 
rich, song-like quality. 
23. The basso profundo is the deepest 
bass voice. 
24. The natural position for singing, 
when standing, is neither relaxed 
nor stiff. One foot should be 
slightly forward and the singer 
should feel some of his weight upon 
it. The chest should be high, the 
shoulders free and relaxed. 
25 .. Care should be taken to get distinct 
vowel sounds, having in mind the 
fact that, as the pitch ascends, 
vowels must be modified towards a 
deeper sound for adequate resonance 
and freedom. 
26. Sharp, clear consonants and free 
vowels, with particular attention to 
diphthongs, are necessary to the 
process of enunciation and to bring 
about proper articulation. 
Relative 
Importance 
in General 
Education 
_(2) 
1 2 3 
1 2 3 
1 2 3-
l 2 3 
l 2 3 
l 2 3 
1 2 3 
1 2 3 
4 
Direct 
Objective 
of General 
Music Course 
{3) 
Items to Be Rated 
(1) 
B. The Physical Properties of Sound 
27. Sounds are produced by the vibra-
tions of sounding bodies. These vi-
brations are communicated to the 
surrounding air, which in turn 
carries them to the ear of ·t·he 
listener. 
28. Tones are produced by vibrations 
occurring in regular waves; noise 
by irregular waves. 
29. Tones have four properties: dura-
tion, pitch, intensity, and quality. 
30. The range of human hearing extends 
from approximately 16 vibrations per 
second up to 20,000 per second. 
31. The range of the symphony orchestra 
extends from sub~c~ntra B flat which 
has 29.2 vibrations per second up to 
four line C which has 4185.6 vibra-
tions per second. 
32. Whenever a tone is sounded on the 
piano, or played on the clarinet, or 
sung, it sounds not only its own 
pitch, but, faintly, a number of 
tones of higher pitch called over-
tones. 
33. Overtones have exact mathematical 
relations to the fundamental tone. 
34. Overtones are fundamental to the 
science of music. The entire system 
by which tones are organized into 
melody, harmony, and counterpoint 
stems directly from them. 
Relative 
Importance 
in General 
Education 
(2) 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
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Direct 
Objective 
of General 
Music Course 
(3) 
299 
Items to Be Rated 
(1) 
35, The timbre or tonal color of a 
music instrument is determined by 
the number of overtones it sounds 
when played. 
36. Pythagoras, the great mathematician, 
laid the acoustical and mathematical 
fo.undation for music. 
37. "Loudness" or intensity is d~e to 
the width of sound waves, 
38. The science of acoustics is directly 
related to music and sets up the 
laws of physics by which it can be 
produced, either by instrument or 
voice. 
C. Polyphony 
39. During the early Christian era the 
Plain-Song preceded the development 
of Polyphony. It applied to ecclesi-
astical art music sung in unison. 
It had no harmony, no counterpoint, 
and no regular time or tempo. Its 
rhythm and meter were determined by 
the prose it was sung to, 
40. Neumes represent the earliest system 
of musical notation. 
41. In the tenth century A.D. two lines, 
one red representing the pitch F, and 
the other yellow representing C, were 
devised to aid in expressing fixed 
pitch relationships. 
Relative 
Importance 
in General 
Education 
(2) 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
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Direct 
Objective 
of General 
Music Course 
(3) 
Items to Be Rated 
(1) 
42. Polyphony i~ a term taken from the 
Greek language meaning "many voiced. 11 
It is applied to the species of un-
accompanied vocal music in which 
each voice sings an independent 
melody. The parts are of equal im-
portance and are bound together in 
accordance with the laws of counter-
point. 
43. Polyphonic music is characteristic 
of European music alone; it has no 
connection with Oriental, Hebrew, or 
Egyptian music. 
44. Guido d 1.Arezzo is credited with in-
venting the four~line staff. 
45. The development of notation to ex~ 
press mensurate time values rep-
resented a great advance in the 
science of musical notation. 
46. The development of notation to ex-
press mensurate time values is as-
sociated with Francis of Cologne. 
47. The Mediaeval MOdes were the early 
tonal basis of polyphony. 
48. Composers over a long period of time 
gradually altered the Mediaeval 
MOdes to bring about a more pleasing 
harmony in their compositions. In 
this way they brought about the his-
toric evolution of the diatonic and 
chromatic scales and the science of 
harmony. 
Relative 
Importance 
in General 
Education 
(2) 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
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Direct 
Objective 
of General 
Music Course 
(3} 
301 
Items to Be Rated 
(1) 
49. Various groups of composers in 
England, France, the Netherlands, 
and Italy were responsible for the 
development of the art of polyphony. 
50. The most primitive stage of polyphony 
is called organum. It consists of 
two voice parts moving in parallel 
motion, a fourth or fifth apart, 
based on a plainsong melody. 
51. A composite organum developed from 
the doubling in octaves of the two 
voices used in simple organum. 
52. Guido d 1Arezzo introduced the prin-
ciple of oblique motion in part 
writing extending the musical 
limits of organum. 
53. The term nDiscant, II applied to the 
second division of the Polyphonic 
period between 1150 and 1400 A.D., 
in which other intervals, such as 
the thirds and sixths and contrary 
motion, were included in putting 
voice parts together. 
54. True polyphony began for the first 
time when melodies independent of 
each other existed. 
55. The cantua firmus, or subject, or 
fixed song, was a melody adapted for 
use as the fundamental or starting 
point of a polyphonic composition. 
56. The cantus firmus was sometimes 
taken from a Gregorian plain-song or 
familiar secular tune. Later the 
Canti Firmi were composed by the 
musicians themselves. 
Relative 
Importance 
in General 
Education 
(2) 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
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Direct 
Objective 
of General 
Music Course 
(3) 
30/ 
:; 
Items to Be Rated 
(1) 
·57. The third division of the Poly-
phonic era is the counterpoint 
period, in which experiments in 
putting intervals together developed 
into the science of bringing mel-
odies together in a really harmon-
ious relationship. 
58. The contrapuntalists developed a 
complex and subtle rhythmic struc-
ture for their music. 
59. The word, counterpoint, is derived 
from the Latin phrase--punctus contra 
punctum--meaning note against note. 
60. Where note is written against note 
it is classified as first specied 
counterpoint. 
61. Where two notes or, as a variant, 
three notes, are written against 
one, it is classified as second 
species counterpoint. 
62. Third species counterpoint occurs 
where four notes are written against 
one. 
63. Fourth series counterpoint occurs 
wh~~ suspensions are used. 
64. Fifth species counterpoint is made 
up of florid counterpoint, or a 
mixture of the various species with 
greater: rhythmic freedom. 
65. Free counterpoint is the application 
of contrapuntai devices, imitation, 
part writing, in free composition, 
without the scholastic restrictions 
of the earlier rules and regulations 
of strict counterpoint. 
Relative 
Importance 
in General 
Education 
(2) 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
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Direct 
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of General 
Music Course 
(j) 
' 
', 
303 
Ite~ t~ ~e Rated 
(1) 
66. The sixteenth century was known as 
the Golden Age of Polyphony. It 
reached its climax in the religious 
works of Palestrina and Lassus. 
6(. 
68. 
69. 
Polyphony, in the secular sense, 
achieved glory in the works of the 
English madrigalists, such as. Robert 
Fayrfax, Byrd, and Thomas Tallis. 
In each epoch of music history certain 
musical forms were either developed, 
reorganized, or extended to expand 
the limits of musical expression·. 
The musical fo~ ch~acteristic of 
' the polyphonic era were the canon, 
motet, madrigal, mass, and fugue. 
70. The first contrapuntal form to fully 
develop was the canon. Composers 
showed their skill in this form of 
composition by displaying their 
mastery over canonic imitation in 
their work. 
71. The motet is a work in contrapuntal 
style for unaccompanied voices, 
based upon a sacred text. 
72. A madrigal is a work in contra-
puntal style based on a secular 
text, for unaccompanied $inging. 
73. The rhythm and structure of the 
motet were determined by the word 
structure of the texts. 
74. The rhythm and structure of the mad-
rigal were determined by the word 
texts of the poetry being set' to 
music. 
Relative 
Importance 
in General 
Education 
(2) 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
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1 2 3 
1 2 3 
1 2 3 
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Direct 
Objective 
of General 
Music Course 
_(3} 
Items to Be Rated 
(1) 
7 5. The Mass was an important form 
for the contrapuntalists. 
76. Imitative counterpoint developed 
very rapidly during the fourteenth 
and fifteenth centuries; composers 
invented all sorts of complicated 
,- and illusive ways of repeating a 
< theme in various parts • 
77. In the fugue, the voices enter one 
by one, alternately singing subject 
and answer. This process consti-
tutes the exp,osition. A development 
portion follows, in which all voices 
are engaged in singing subject, 
answer, or including material in new 
keys. The whole concludes by a 
closing section, in which there is a 
decisive return to the original 
tonality. Fugues usually consist of 
from two to five voice parts, three 
or four occurring most frequently. 
78. The final form of the fugue was de-
veloped by generations of composers, 
but it reached its perfection in the 
works of Johann Sebastian Bach, in 
which .~;xmmet~y. and dignity of f:iFcJ.:li-
tectural propprtions were unit~d;to 
genuine musicai expression. 
79. J. s. Bach, a hundred years after 
Palestrina, developed the art of 
polyphony to its greatest heights of 
glory, ~xpressing it in musical 
forms which were in use in the 
seventeenth century. 
Relative 
Importance 
in General 
Education 
(2) 
l 2' 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
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Direct 
Objective 
of General 
Music Course 
(3) 
305 
Items to Be Rated 
(1) 
80. Bach's compositions include suites, 
partitas, chorales, organ preludes, 
toccatas and fantasias, preludes and 
fugues, sacred and secular cantatas, 
Passions according to St. John and 
St. Matthew, and the B Minor Mass. 
81. The Polyphonic period closed with 
Bach's works and its place was 
taken by homophony. 
D. The Baroque Period (1600-1750) 
82. The term Baroque defines a period in 
which painting, architecture, and 
music are characterized, in general, 
by a certain spirit of theatricalism, 
of grandiose concepts, and by a 
rather heavy elaboration of design 
and magnificence of effect. 
83, Homophonic music dominated the 17th 
century music. 
84. During the 17th century musical form 
evolved from folk and popular music. 
85. The strolling musicians or minstrels 
(the Troubadours, Trouveres, Minne-
singers, and Meistersingers) con-
tributed much to free music from the 
restrictions of polyphony•. 
86. Three large vocal forms came into 
being during this period: they are 
the opera, oratorio, and cantata. 
Relative 
Importance 
in General 
Education 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
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Direct 
Objective 
of General 
Music Course 
(3) 
Items to Be Rated 
(1) 
87. Opera emerged as an art form from 
the experiences of a group in 
Florence, Italy, called the Camerata. 
Their purpose was to revive the art 
of Greek tragedy. But the result of 
their activities was the emergence 
oD a new concept in music: opera 
and dramatic music. 
88. The work and experimentation of the 
Camerata stimulated monody, solo 
melody with chordal accompaniment. 
89. The Oratorio is a dramatic production 
on a large scale, dealing with a 
Biblical subject and produced with-
out staging, costuming, or scenery. 
90. The oratorio makes use of a nar-
rator, vocal soloists, chorus, and 
orchestra. 
91. The forms used in oratorio are the 
overture, aria, recitative, and di-
verse choral ensembles. 
92. The cantata is similar to the ora-
torio, except that it is a short 
lyric form. It deals with varied 
subject matter, either religious or 
secular. 
93. Recitative is a style of dramatic 
declaration. It follows the free 
rhythms of prose text; its melodic 
line, although of definite pitch, 
and its:accompaniment, are of 
secondary importance. 
94. The ari6so is a form of vocal solo 
partaking of both the nature of a 
recitative and an·aria in opera • 
. It represents a fusion of both. 
Relative 
Importance 
in General 
Education 
(2) 
1 2 3 
l 2 3 
1 2 3 
l 2 3 
l 2 3 
1 2 3 
1 2 3 
1 2 3 
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Direct 
Objective 
of General 
Music Course 
(3) 
307-
Items to Be Rated 
(1} 
95. The solo song is a homophonic vocal 
composition with accompaniment sup-
plied by a keyboard instrument or 
orchestra. It is called an aria in 
the opera. 
96, The Italian overture consists of 
three movements: the first is fast 
in canzona style; the second is slow 
and usually chordal in style; the 
third is again fast and usually 
fugal and dance~like. 
97. The French overture consists of 
three movements: the first is in a 
slow, stately style; the second is 
fast, lively, and fugal; the third, 
not always used, returns to the plan 
of the first. 
98. Ballet was introduced first in the 
Burgundian and French courts of the 
15th century. 
99. Lully introduced ballet into his 
operas and called them opera-
ballets. 
100, Co~ic. opera in Italy is called 
opera buffa. Its origin was in 
comic intermezzi, interpolated be-
tween scenes of serious opera. 
101. French opera-comique originated in 
the early 18th century as a farce 
and satire on serious opera. 
102. Ballad opera is an English counter-
part of comic opera~ 
Relative 
Importance 
in General 
Education 
(2) 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
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Direct 
Objective 
of General 
Music Course 
(3) 
Items to Be Rated 
(l) 
103. The singspiel is a term that de-
fines in Germany drama with music. 
It was at first used for serious 
and comic opera alike. Later it 
came to designate comic opera. 
104. The dance suite began to be written 
around the middle of the 17th cen-
tury, evolving from folk dances. 
105. The four standard dances of the 
suite are the allemande, courante, 
sarabande, and gigue. 
106. Other folk dances, often included 
in ~he suite, ~re the gavotte and 
bourree. 
107. Keyboard music employed various 
forms such as the partita, cha-
' I 1. I conne, passacag 1a, toccata, 
prelude, and fantasia. 
108. In the early Baroque period the 
term "sonata" was used to define a 
piece that was to be played by an 
instrument rather than to be sung. 
No clear or consistent structural 
principles were established or de-
fined by the use of this term 
during this period. 
109. Conventional thematic material is 
not pr7sent in the baroque sonata. 
i 
110. The movements of the baroque · 
sonata'are in binary form, similar 
to the dance suite forms. 
111. The "sonata da camera" (the chamber 
sonata~ is a suite of dance tunes. 
Relative 
Importance 
in General 
Education 
(2) 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
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Objective 
of General 
Music Course 
(3) 
Terms to Be Rated 
(1) 
112. The church sonata, nsonata da 
chiesa, 11 is the forerunner of the 
classic sonata of Haydn and Mozart. 
113. The concerto grosso is the most im-
portant orchestral form of the 
Baroque period. 
114. The harpsichords and clavichords 
were forerunners of the piano, 
115. George Frede.rick Handel was the 
most important composer of ora-
torio during the Baroque period. 
116. Jean Baptiste Lully contributed 
much to ~he development of French 
music. 
117. Claudio Monteverdi had a wide and 
direct influence on the develop-
ment of the orchestra technique. 
118. Henry Purcell was a composer of the 
English school of operas, masques, 
and sonatas. 
119. Arcangelo Carelli wrote violin 
sonatas of great beauty and tech-
nical freedom, 
120. Domenico Scarlatti wrote delight-
ful music for the harpsichord. 
lZl. Antonio Vivaldi wrote viblin 
sonatas. 
E. The Classical Period (1750-1820) 
122. Objectivity on the part of the 
artist towards his music is a 
major characteristic of the 
Classical period. 
Relative 
Importance 
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1 2 3 
1 2 3 
1 2 3 
1 2 3 
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123. Emotional restraint is a 
marked tenet of the classical 
composer. 
124. The classical spirit is more 
clearly manifest in instrumental 
music than it is in opera and 
other dramatic forms, during this 
period. 
125. The clarification of form is a 
major characteristic of the 
classical period. 
126. The melodic form is individual 
and has a compact character, and 
it is often folk~like in its 
clarity and simplicity. 
127. Melodic form replaces the long 
lines and figuration styles of 
baroque music. 
128. Distinct thematic material gives 
homophonic style a decided 
precedence over polyphonic style. 
Counterpoint is still employed, but 
it is of secondary importance. 
129. The classical masters paid con-
siderable attention to dynamic 
shading in their music, 
130. In classical music, harmony showed 
a remarkable simplicity until the 
time of Beethoven. 
131. Phrases developed a clarity and 
were shorter and more regular than 
those of the Baroque period. 
Relative 
Importance 
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1 2 3 
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132. The most significant structural 
principle evolved and established 
in this Classical period is the 
sonata form. 
133. The sonata form is the basis for 
nearly all instrumental music of 
the period: the symphony, the con-
certo, chamber music, and the key-
board sonata. 
134. The first movement of the classical 
sonata usually follows a basic 
structural Flan known as a sonata-
allegro form, which consists of 
three principal sections: expo~i­
tion, development, and recapitula-
tion. 
135. The second movement of the sonata 
is in slow tempo. 
136. A variety of structural plans are 
employed for the second movement 
of the sonata: for example, the 
first rondo; song forms; varia-
tions, sonata~allegro form, and 
s9natina form. 
137. The thirq movement of the sonata is 
the minuet, called a song form with 
trio. In the Classical period this 
movement was optional. It was used 
in all four-movement symphonies, 
quartets, and in relatively few 
keyboard sonatas. It was omitted 
in three-movement symphonies and 
sonatas. 
138. The song form with trio is in mod-
erate or fast tempo, in three-four 
time. 
Relative 
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139. The fourth movement of the sonata 
form is in a lively tempo (allegro 
or presto). 
140. The structure of the fourth move-
ment of the sonata form varies: it 
is often in either first, second, 
or third rondo form. Sometimes it 
is in sonata-allegro form. 
141. Carl Philipp Emanuel Bach, the son 
of Johann Sebastian Bach, con-
tributed to the early development 
of the sonata. 
142. The greatest single contribution 
of this period was the symphony. 
143. The term 11sinfonia, '' from which 
the symphony was derived, applied 
to various forms of instrumental 
music in the 17th century. 
144. From the Italian overture, the 
basic movements of the symphony 
were derived: fast,· slow, fast. 
145. Haydn added the minuet between the 
second and last movements of the 
symphony. 
146. Form o~ the symphony became con-
ventiohalized with standard rela-
tionship of thematic material and 
keys. 
147. Franz Joseph Haydn exemplified the 
classical ideals in his music. 
148. Wolfgang Mozart was a classicist 
in his musical composition. 
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149. Ludwig van Beethoven was a master 
of the classical symphony in his 
early career. 
150. Haydn's themes are lively, folk-
like in style, cheerful, and 
robust. 
151. The phraseology in Haydn's music 
is marked and clear. 
152. Haydn 1 s melody and harmony ar.e 
usually simple and clear. 
153. Mozart's themes are subtle, and 
are quite unlike folk-music, 
154. Mozart inclined towards 
chromaticism in his work. 
155. The phraseology of Mozart's 
music is irregular and extended. 
156. Mozart expressed great refinement 
in his music . 
157. The classieal concerto is a 
three-movement form. 
158. Concertos are orchestral works 
with one or more threads of solo 
music interwoven into their 
texture. 
159. Small orchestral forms used in this 
period were the serenade and di-
vertim~nto, names that apparently 
~ere used interchangeably. 
160, The string quartet developed during 
this time. 
Relative 
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161. Mozart wrote great operas in the 
classical period. His operas are 
the only ones from that period that 
are in the standard repertory today. 
162. Haydn was the important classical 
composer of oratorios. 
163, Haydn wrote church music: masses, 
offertories, motets, and other 
miscellaneous religious choral 
music. 
164. Mozart wrote church music: masses, 
a Requiem Mass, litanies, vespers, 
and motets. 
165. Christoph Willibald von Gluck, 
along with Mozart, represented the 
classical spirit in opera. 
F. The Romantic Period (1820-1900) 
166. The term "Romanticism" defines a 
period characterized by individual-
ism. 
167. Emotionalism in music is a char-
acteristic of this period. 
168. Subjectivity on the part of the 
composer is marked in this period. 
169. The favorite s~bjects of the com-
posers of this ''period were drawn 
from ancient and mediaeval times, 
from the supernatural, the weird, 
and the mystic, and from national-
ism. 
Relative 
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170. Individualism is manifest in the 
great diversity of styles of indi-
vidual composers. 
171. Emotional expression in terms of 
personal feeling and sentimentality 
are everywhere present in the works 
of various composers. 
172. Nationalism is a marked character-
istic of this period, as countries 
fostered their own styles centered 
around folk music. 
173. The 19th century was dominated by 
four principal media: the piano, 
orchestra, solo song with piano 
accompaniment, and opera. 
174. Romantic melody is characterized 
by warmth of personal feeling. It 
is less regular in phraseology than 
classical melody. 
175. The harmonic idiom expands into new 
chords and new chord progressions, 
There is a greater use of chromat-
icism and altered chords. 
176. Modulation is used more for its own 
effect than as a function to get 
from one key to another. 
177. The basic concept of key feeling 
was still intact in the 19th cen-
tury, but there was more tonal ob-
scurity, fluid modulations dimming 
the key feeling of whole passages. 
178. Counterpoint was seldom used, 
other than in a very secondary 
role. 
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179. The classical sonata form in piano 
.music was replaced by various free 
forms such as the romanza, fantasy, 
.arabesque, nocturne, and the ballad, 
and by other types of descriptive 
pieces. 
180. New stylized dances of this period 
were the waltz, mazurka, and 
polonaise. 
181. Romantic composers expanded the 
classical symphony with new freedom 
of expression. They retained the 
broad outlines of the classical 
symphonic structure, but handled 
the thematic material much more 
freely. 
182. The romantic concert overture is 
usually of modified sonata-allegro 
form, with more structural defin-
itude than the symphonic poem. It 
is dramatic or descriptive in 
nature. 
183. Ludwig van Beethoven, in the middle 
and late periods.of his life, was a 
romantic in his work. He broke the 
confines and the artificial re-
straints of classicism. 
184. Beethoven was a great master of 
thematic material. He employed two 
broad types of melody, the short 
motival first themes in sonatas and 
symphonies; and the beautiful can-
tabile melody. 
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185. The sonata fo~ was varied by 
Beethoven. He sometimes used vari-
ation form as an opening movement 
or free fantasy. He replaced the 
third movement minuet with a 
scherzo. He·varied the number and 
type of movements in his later 
works. 
186. The principal orchestral works of 
Beethoven are nine symphonies, the 
Leonore and Coriolan~s Overtures, 
and the Prometheus ballet music. 
187, The great vocal works of Beethoven 
are the opera "Fidelio, 11 the ora-
torio Christus am Olberg, and 1;he 
Missa Solemnis in D. 
188. Beethoven wrote f~r the piano, 
violin sonatas, s·:tring trios, and 
string quartets. 
189. In the 19th century Italian opera 
flourished; it was dominated by the 
~orks of Rossini, Bellini, Doni-
zetti, and verdi. 
190. French grand opera of this period 
is grandiose and dramatic, 
191. Giacomo Meyerbeer, Charles Gounod, 
and Jules Massenet were famous 
writers of this dramatic type. 
192. Opera Comique developed into an 
operetta kind of entertainment. 
193. Georges Bizet, Caestr Franck, 
Jacques Offenbach, Camille Saint-
Saens were important French com-
posers of the last half of the 19th 
century. 
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194. The most important figure in 19th 
century opera was Richard Wagner. 
195. Wagner achieved a fusion of the 
arts in his music dramas. Music, 
poetry, and stagecraft were fused 
to form a new dramatic whole. 
196, Wagner wrote his own libretti. 
197. Three fundamental bases of Wagner's. 
libretti are (1) German folk lore, 
mythology, and legend; (2) romantic 
mysticism, the supernatural, and 
the mediaeval; and (3) the idea of 
redemption, often associated with 
some religious implications. 
198. He used leitmotifs throughout his 
operas. These thematic ideas are 
connected with a particular person, 
idea, situation, or mood, and they 
are v.ariable according to the 
dramatic requirement of the moment. 
199. Program music was more important in 
this period than in any other 
period in the history of music. 
200. In program music the composer at-
tempted to tell a story or convey a 
pictorial impression or description 
to the listener, by means of his 
music. 
201. The ch'ief exponent of the program 
symphony was Hector Berlioz. 
202. The symphonic suite consists of 
several movements of a related 
programmatic nature, but it is 
descriptive rather than narrative. 
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203. The symphonic poem was originated 
by Franz Liszt. 
204. A symphonic poem is a large free 
form in one movement, It is pro-
grammatic, and is on either a nar-
ative, pictorial, or descriptive 
basis. 
205. Frederic Chopin was one of the 
world 1 s greatest composers of 
piano music. 
206. Felix Mendelssohn was the greatest 
composer of oratorio during the 
19th century. He also wrote piano 
and choral music and symphonies. 
207. Franz Schubert was a writer of 
symphonies, piano music, and songs. 
208, Robert Schumann was a noted com-
poser of the symphony, song, and 
piano music. 
209. Franz Liszt was noted as a pianist 
and as a writer of the symphonic 
poem. 
210. Johannes Brahms was noted for his 
songs, symphonies, chamber music, 
choral, and piano works. 
211. The accompanied art song was one of 
the most significant developments 
of the 19th century. 
212. Germany contributed most to the 
development of the art song, or 
lied (German art song). 
213. Franz Schubert was the greatest 
master of the art song. 
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214. Art songs were often composed to 
the verses of one poet. Such 
groups were called song cycles. 
215. A strophic song is one in which the 
same music is used for each stanza. 
216. A through composed song is one in 
which the music changes with each 
stanza. 
217. The through composed song plan is 
used more extensively than the 
strophic in song literature. 
218. French song composers contributed 
much to song literature during this 
period, 
219. The Viennese waltzes of Johann 
Strauss were composed in the 19th 
century. 
220. The chief contribution of France in 
the 19th century was opera. 
221. The principal contributors to sym-
phonic literature in the Romantic 
period came from Germany. 
222. In the second half of the Romantic 
period, France began to contribute 
much to the enormous literature of 
the time. 
223. Peter I1ych Tschaikovsky was a 
great Russian composer, famous for 
his operas, symphonies, and songs. 
224. Russian music flourished at .this 
time, stimulated by the spirit of 
nationalism fostered by Nicolai 
Rimsky•Korsakov, Modest Petrovitch 
MOussorgsky, and Alexander Borodin 
in their works. 
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225. Many piano and violin sonatas, 
string trios, and string quartets 
are products of the Romantic 
period. 
226. Edvard Grieg represented Norway in 
this era. 
227. Grieg showed an intense spirit of 
nationalism in his works. 
228. Antonin Dvor£k portrayed Bohemian 
nationalism in his works during 
this period. 
229. Richard Strauss created symphonic 
poems, operas, and songs. 
G. Modern Music (1880-1956) 
230. The modern spirit in music is rep-
resented by a return to objectivity 
and the principles of classicism. 
231. In the modern period, reaction 
against the dominant German roman-
tic traditions are manifest by the 
development of nationalism and 
nationalistic s~es in other 
European countries. 
232. The French school of impressionism 
is a reaction against the German 
Romantic school. 
233. One of the most important pioneer 
composers of this period is Igor 
Stravinsky. 
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234. The term "neoromanticism" in 
modernism is applied to the con-
tinuance of German romantic tra-
ditions. 
235. The principal composers of the nec-
romantic group are Gustav Mahler, 
Anton Bruckner, and, in some re-
spects, Jean Sibelius. 
236. Impressionism developed in the arts 
in the last half of the 19th cen-
tury. This movement carried over 
into music in the hands of Claude 
Debussy. 
237. Impressionistic music has refine-
ment, delicacy, vagueness, and an 
overall shimmering atmosphere. 
238. Claude Debussy wrote piano music, 
orchestral works, tone poems, 
impressionistic suites, songs, and 
one opera, 11Pelleas and Melisande .'' 
239. The term "expressionism" means the 
expression of the inner self, as 
opposed to impressionism as an ex-
pression of external things. 
240. Arnold Schoenberg was an exponent 
of expressionism in his music. 
241. Native American jazz has had an 
intense effect on serious music. 
This effect is seen in instru-
mentation, certain harmonic de-
vices, rhythmic styles, and the use 
of the blues. 
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242. The development of jazz has passed 
through several stages of evolution 
from ragtime, to the blues, up 
until the present-day jazz. 
243. Ballet grew tremendously during the 
20th century, influenced by 
Diaghilev and Stravinsky. 
244. A 20th century feature is multi-
tonality, which is the use of nu-
merous remotely related keys, in-
troduced one after another with 
daring modulations, or even without 
any modulation. 
245. The whole~tone scale is a scale of 
six tones within an octave. Debussy 
was the principal composer to 
feature this device. 
246. An innovation of the 20th century 
is the use of two or more keys 
simultaneously. This is called 
polytonality. 
247. Atonality implies a complete nega-
tion of any implication of key 
feeling. 
248. Modern rhythms are more complex, 
have a greater variety of rhythmic 
patterns, and greater elasticity of 
rhythm. 
249. A significant development of the 
20th century is a return of interest 
in polyphonic writing, subject, of 
course, to the harmonic and melodic 
concepts of the 20th century. 
Relative 
Importance 
in General 
Education 
(2) 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
30 
Direct 
Objective 
of General 
Music Course 
Items to Be Rated 
250. Modern harmony makes an extensive 
use of sharp dissonance. 
251. Time signatures such as five-
eight, seven-eight, and ten-eight 
are common in modern music. 
252. In the 20th century there is an 
attempt to return to the free non-
metric rhythms of plain-song. 
253. The most notable change of melody 
is towards extreme angularity, 
which is the use of wide interval 
skips in the melodic line. 
254. In this period no new forms have 
been developed; treatment of formal 
structure is free; formal struc-
tures show a tendency towards sim-
plicity and clarity. 
255. Maurice Ravel is one of the great-
est orchestrators and French musi-
cians of the 20th century. 
256. Prominent French composers of the 
l920 1s are Darius Milhaud, Arthur 
Honneger, and Eric Satie. 
257. Alexander Scriabin, Serge Pro-
kofiev, and Dmitri Shostakovitch 
are modern Russian composers. 
258. Ralph Vaughan Williams is an im-
portant 20th century English com-
poser. 
259. B~la Bart6k is a principal Hun-
garian composer •. He was influenced 
in his work first by Brahms, then 
by impressionism, and later by 
Schoenberg, Stravinsky, and the !olk 
music of his native land. 
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260. Twentieth century Spanish music is 
highly colored by national style. 
It is basically romantic, or im-
pressionistic. 
261. Jean Sibelius is the most famous 
of Finnish composers. It can be 
said he is one of the really great 
composers of the 20th century. 
262. Important American composers of 
this century are Charles Loeffler, 
Frederick Converse,_ Henry Hadley, 
Edward Burlingame Hill, Charles 
Ives, John Alden Carpenter, Walter 
Piston, Howard Hanson, Roger 
Sessions, and George Gershwin. 
H. Structural Designs of Musical Composition 
263. Musical form has a history of 
structural evolution. 
264. Form in music is the result of an 
organization of the various musical 
materials--rhythm, melody, harmony. 
They are formed into patterns that 
follow one or the other in orderly 
succession, and in a series of 
likenesses and contrasts. 
265. Musical form represents the psy-
chological need of human nature 
for evidence of uniformity and 
variety. 
266. Unity in creating musical for~ is 
secured by the persistence of a 
given measure, by the regular occur-
rence of an accent or group of ac-
cents, and by the repetition--
either exact or suggestive--of musi-
cal ideas. 
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267. Variety in musical form is secured 
by the alternation of contrasting 
ideas, or by the introduction of 
new details. 
268. Sections of a composition in which 
a subject is definitely stated are 
called principal passages. 
269. Sections which bridge over from one 
principal passage to another are 
called transitional passages. 
270. A composition may have an introduc-
tion and an ending, called the 
coda. 
271. Development sections are made up of 
a varied treatment of the subjects 
in a composition and may include new 
materials that the composer may care 
to use. 
272. The recapitulation is generally a 
recurrence of the exposition. It 
sometimes is a nearly exact repro-
duction of it; or sometimes it as-
sumes the appearance of a new ver-
sion of the exposition and becomes 
a more independent part of the de-
sign. 
' 273. A subject is a musical idea which 
may be repeated or developed in the 
course of a composition. The sub-
ject may be a complete idea, con-
sisting of one or more periods; or 
it may be a mere fragment, such as 
a single motive. 
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274. The form of a musical composition 
may range from that of a single 
sentence to an elaborate archi-
tectural structure composed of fig-
ures, motives, phrases, periods, 
and divisions, all arranged in 
symmetrical and unified order. 
275. A musical composition is usually 
built around a central theme or 
subject, usually accompanied by 
other lesser important themes. 
It generally grows out of the way 
the composer arranges these themes 
and modifies them through the de-
vices of repetition, variation, 
and contrast. 
276. When two or more figures are con-
nected to form a larger section of 
musical thought, the result is 
called a motive. 
277. A musical figure when used to build 
up a phrase, or a theme, or a long 
section of a development, may be 
treated and varied in certain ways 
which do not .prevent its remaining 
recognizable in the musical design. 
These ways are by transposition, 
expansion, contraction, augmenta-
tion, repetition, omission, elabora-
tion, simplification, ornamentation, 
rhythmic changes, and alteration. 
278. A musical phrase is formed by com-
bining two or more motives. 
279. A phrase is generally made up of 
four measures; however, in elab-
orate forms of composition the 
phrase is fr~ely contracted or ex-
panded. 
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280. Two or more phrases make a period; 
two or more periods make a division; 
and divisions may combine to form 
parts or movements. 
281. One part form (unary) uses but a 
single theme in an entire piece. 
282. Compositions in which two or more 
periods are combined are said to be 
in song form. 
283. A composition in which only two 
periods appear is called two-part 
song form. It is also known as 
small two-part form, or binary 
form. It is designated as AB form. 
284. A composition of three periods in 
which the third period usually re-
peats,, either closely or approx-
imately, the material of the first 
period is called three-part song 
form, 'small three-part form, or 
ternary form. It is designated as 
ABA form. 
285. Frequently the third part in ter-
nary form uses so much new material 
that it could be designated as ABC 
form. 
286. Forms.,1may be enlarged by repeti-
tion, 'development, and variation 
into four, five, or six-part forms. 
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287, Large compositions are made from 
simple song forms by uniting them 
in a three-division cycle, just as 
the single periods of a three-
division song form are grouped. A 
song form with a trio is an example 
of this. It calls for a first sec-
tion complete in itself, a section 
called the trio, followed by a rep-
etition of the first section. 
288, The first movement of the sonata is 
built on the sonata allegro form. 
It is designed in the following 
manner: 
Sonata-Allegro Form 
Introduction (optional) 
I. Exposition 
(a) First subject, in tonic key; 
(b) Transitional passage; 
(c) Second subject, in key of 
contrast. 
II. Development 
III. Recapitulation 
(a) First subject, in tonic key; 
(b) Transitional passage; 
(c) Second subject, in tonic 
key. 
Coda (optional) 
In. the exposition, if the first 
subject is in a major key, the 
second will be in a dominant key, 
If the first is in a minor key, 
the second will be in its relative 
major. 
289. The sonatina form (little sonata) 
is made up of an exposition, fol-
lowed immediately by the recapit-
ulation. 
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290. There are three grades of the 
rondo-forms, distinguished respec-
tively by the number of digressions 
from the principal theme: 
The first rondo-form, with one 
digression or subordinate theme, 
and one return to the principal 
theme; 
The second rondo-form, with two 
digressions and two returns; 
The third rondo-form, with three 
digressions and three returns. 
291. The aims of composers outnumber the 
regular fundamental forms and, 
therefore, modifications of them 
are unavoidable in order to pre-
serve the latitude which perfect 
freed~m o~ e~p~ession demands. 
I. The Orchestra and Its Instruments 
292. The beginning of the modern orches-
tra occurred in about the middle of 
the 16th century on a primitive 
basis. Its function was to supply 
an accompaniment, chordal in 
nature, for the operas or oratorios 
of that period. 
293. The. 16th century orchestra was made 
up or lutes, lyres, viols, and prim-
itive wind instruments, led by a I . 
condpctor playing the harpsichord. 
294. Claudio Monteverde was the first 
composer to write music specifi-
cally adapted to individual musical 
instruments and the orchestra. 
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295. Bach and Handel used an orchestra 
made up of a string choir, a brass 
section, made up of two trumpets 
and two French horns, two flutes, 
two oboes, and one or two bassoons, 
along with the harpsichord, lutes, 
and lyres. The clarinet, cello, and 
trombone were not used. 
296. Gluck admitted the trombone to the 
orchestra, and the clarinet. He 
filled out the percussion section 
with bass drum, side drum, cymbals, 
and triangle, 
297. Haydn is called the father of the 
modern orchestra because he weeded 
out the undesirable ancient instru-
ments; and he left the instrumenta-
tion which, with a few changes, be-
came the orchestra that we use 
today. 
298. The symphony orchestra of Haydn and 
Mozart consisted of the string 
quartet, two trumpets, two horns, 
two flutes, two oboes, and two bas-
soons. Mozart also used clarinets 
in this type of orchestra. Haydn, 
however, did not use them until the 
later part of his life. 
299. Beethoven used a wealth of orches-
tral tonal coloring in his music 
and developed great command over it. 
He used the trombone, ce~lo, the 
piccolo, and contrabassoon with 
great variety and effect. He also 
added the third and fourth horns 
to the orchestra. 
Relative 
Importance 
in General 
Education 
(2) 
1 2 3 
1 2 : 3 
1 2 3 
1 2 3 
1 2 3 
38 
Direct 
Objective 
of General 
Music Course 
(3) 
Items to Be Rated 
(1) 
300. Weber and Meyerbeer were musical 
dramatists who explored the or-
chestra for dramatic effects. 
301. Schubert, Schumann, and Mendels-
sohn enriched the music of the or-
chestra with their musical ideas 
and exquisite workmanship. 
302. Richard Wagner was a master of in-
strumental technique and the use of 
tonal color in writing for the or-
chestra. 
303, Richard Wagner developed consummate 
skill in handling the brasses. In 
his hands brass instruments came to 
maturity as members of the orches-
tra, ranking with its other choirs 
of strings and woodwinds. 
304. Hector Berlioz developed instru-
mental techniques that made the 
orchestra a great dramatic and emo-
tional medium of musical expression. 
He knew and understood the capaci-
ties and limitations of music 
instruments. 
305. Debussy, in his writing for the 
orchestra, achieved sweeping dimen-
sions of color and sonority. 
306. Richard Strauss developed and ex-
plored the potentialities of the 
orche~tra. He made frequent use of 
the upper registers of music instru-
ments and made an extension of tech-
nique in every voice. He employed 
many novel ways in which to play 
music instruments in his works, 
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307. Composers of today are experi-
menting and seeking new avenues of 
tonal effect, 
308. The string choir is made up of the 
violin, viola, cello, and string 
bass. 
309. The brass choir is made up of the 
trumpet, French horn, trombone, and 
tuba. 
310. The woodwind choir is made up of 
the piccolo, flute, clarinet, oboe, 
English horn, alto clarinet, bass 
clar.inet, bassoon, and contra-
bassoon. 
311. The percussion family of the or-
chestra is made up of the tympani, 
bass drum, snare drum, cymbals, 
celesta, chimes, triangle, tam-
bourine, wood-blocks, glochen-
spiel, orchestra bells, xylophone, 
and marimba. 
312. The violin, viola, cello, and 
string bass descended from the viol 
family of string instruments. 
313. The string choir is the nucleus 
around which the symphony orchestra 
is built. 
314. Great names, associated in the 
past, with the development and con-
struction of the violin are Amati, 
Stradivarius, and Guarnerius. 'All 
were inhabitants of the town of 
Cremona in Italy. 
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315. The violin has a wealth of tech-
nique and effects, such as the 
tremolo, pizzicato. It can be 
muted; it can play two notes to- , 
gether; broken chords of four not~s 
can be sounded. It can produce I 
delicate harmonics. Notes can be i 
played portamento and glissando; dr 
can be separated by staccato or the 
bouncing bow called "spiccato." I 
I 
316. The viola is similar in shape to ~he 
violin except that it is one fiftti 
larger and has heavier strings, arld 
is tuned a fifth below it. It ha~ 
a rich, broo~ng tone. It plays ! 
the third part in a string quarte~. 
In the orchestra it is found play..; 
ing mostly in four-part harmony i 
with the first and second violins l 
and the cellos. It is also used I 
for special tone color. or solo wo~k. 
317. The cello plays the fourth part 
among the strings, both in the 
quartet and the orchestra, but ma~ 
be used for a solo or .obligato pa~­
sages. In solo execution, all tech-
nical points of the violin are 
practicable on the cello, within 
certain limitations •. 
318. The cbntrabass is the largest of 
the bbwed instruments. Its tone 
color is heavy, gruff, and pon-
derous. It plays the bass part it 
the orchestra, and also can play 
solo passages. It gives the bass 
of the orchestra solidity and 
strength. 
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319. The flute played a prominent part 
in the lives of the Egyptians, 
Hebrews, and Greeks. In Greece, 
flute playing contests were held as 
part of their athletic tournaments. 
320. Up until the 14th century flutes 
were blown in two ways: one, across 
the end, called a flageolet, beak 
flute, recorder, or English flute; 
the other, blown from the side, was 
called the transverse, or German 
flute, and this is the type of 
flute used today. 
321. Theobold Boehm invented a key sys-
tem for the flute that made i.t pos-
sible to play it very rapidly, and 
in any key. He also improved the 
intonation and tone quality of the 
flute by developing techniques to 
construct the instrument correctly. 
322. The flute, in its low register, is 
soft and melancholy; in the middle 
register it is peculiarly sweet and 
clear, the voice liquid in quality; 
in its upper register it is bril-
liant and hard. 
323. The flute is the most agile of the 
wind instruments, being surpassed 
only by the violin in technical 
capabilities. 
324. The piccolo is a half-size flute 
and plays an octave above the 
flute. It has weak and hollow 
tones in its lower register; in its 
second octave it is bright and 
joyous, while its upper notes are 
shrill and piercing in quality. It 
is used mainly fo.r special effects 
in the orchestra. 
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325. The woodwind group of instruments,: 
with the exception of the flute, 
derive their tone from the vibra-
tion of reeds. 
326. Double reed instruments, called 
shawms, were brought into Europe b~ 
the Crusaders, who ~ound the Sara-
cens using them in their worship, 
in social and military activities. 
These instruments were the fore-
runners of the oboe, English horn, 
bassoon, and contra bassoon. 
327. The oboe has an incisive nasal tone 
of great beauty. Composers use 
them to achieve many effects of 
tonal color. They are often used 
to suggest pastoral or oriental 
themes, and are adapted to legato 
and staccato playing. 
328. The English horn is an oboe, half 
as large again as the smaller in-
strument. Its tone quality is 
1 
quieter and more solid than that o~ 
the oboe, being full, rich, and 
sonorous. 
329. The bassoon can secure laughable 
and grotesque effects; it is also 
used as a harmony instrument of 
great color. In its lower register 
it is solemn, grave, and foreboding; 
in its middle register it is weirdi 
and sepulchral in character; and 1 
its highest notes are dramatic and[ 
penetrating. 
1 
I 
' 
' 
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330. The contra bassoon is the deepest 
instrument in the orchestra, sound-
ing an octave below the bassoon, 
It sounds like the tone of a deep-
voiced organ pipe. 
331, The clarinet descended from the 
chalumeau, an instrument that was 
developed by the Greeks. 
332. Hyacinthe Kluse applied the Boehm 
system of keys to the clarinet, 
giving it the flexibility it has as 
a musical instrument today. 
333. The clarinet in its· low register, 
called the chalumeau, is sonorous 
and mellow. The middle register is 
clear, sweet, and strong, pene-
trative and expressive. The upper 
register is brilliant and is some-
times inclined to have a "reedy" 
quality. It has tremendous agility, 
variety of tonal offering, limited 
mainly by the ability of the per-
former. 
334. T~alto clarinet is used mainly in ~~ band, but is also used in the 
orchestra. 
335. The bass clarinet is the largest 
and deepest sounding instrument of 
the clarinet family. It sounds 
best when played in its lowest 
register. 
336. Sax invented the saxophone. This 
instrument has gained slowly a foot· 
hold as a solo instrument. It is 
used in the band and dance orches-
tra for special effects, and as a 
solo instrument for particular oc-
casions in the symphony orchestra. 
Relative 
Importance 
in General 
Education 
(i) 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
44 
Direct 
Objective 
of General 
Music Course 
(3) 
J/J 7 
~""'':,,.· ~··' 
Items to Be Rated 
(1) 
337. In'brass instruments, tone is pro-
duced by pressing the lips against 
a mouthpiece and blowing through 
them. If the lips are stiffened, 
they will vibrate regularly and 
transmit their vibrations to the 
air column in the tube, causing 
tone to be produced in the instru-
ment. 
338. Animal horns, or hollowed-out 
pieces of wood, cupped at the smal 
end, during the Stone Age, are 
thought to be the forerunners of 
the trumpet, cornet, horn, tuba, 
and trombone. 
339. The trumpet traces its ancestry to: 
instruments used among'the Chinese~ 
Egyptians, Greeks, and Romans. For 
centuries it was a badge of royalt~ 
and could be used only by royalty. i 
It has been present at all court 
functions, celebrations of great 
martial victories, and important 
affairs of state. Up to the time , 
of the Stuarts, the trumpet was rer 
served to be used only for royal : 
functions • ! 
340. 
341. 
Little is known of the cornet•s I 
early history; it is similar to ou~ 
milit~ry bugle and probably de- I 
scend~d from such an instrument. I 
The cJrnet is used in the band and! 
rarely in'the orchestra. The I 
trumpet is used in the symphony 
orchestra as the soprano instrumen~ 
of the brass section. I 
I 
' 
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342. Until the beginning of the 19th 
century brass instruments, such as 
the trumpet, were played like the 
military bugle of today. Bugle 
calls are limited to five or six 
notes of good quality; other notes 
are possible but are difficult to 
play. Consequently, the earlier 
composers wrote chords based on the 
tonic and dominant chords for brass 
instruments to play. 
343. Piston valves were invented in 1815 
and rotary valves in 1829. They 
completely revolutionized the pos-
sibilities of the brass choir in 
the orchestra. 
344. Crooks were used to ch~nge the keys 
of brass instruments up until, and 
during, the time of Wagner. The 
invention of piston valves for these 
instruments made it possible to play 
them chromatically in any key within 
their individual ranges. This gave 
composers instruments of great flex-
ibility and musical resources which 
Wagner and Berlioz used to excellent 
advantage. 
345. The trumpet plays with a bold, clear, 
sharp tone; the cornet has a soft, 
mellow, broad tone. 
346. The French horn started out as a 
hunting horn. It was used for this 
purpose by the French King Louis XI 
and his successors. Because it met 
with such favor in France, it was 
eventually called the French horn. 
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347. Lully used the hunting horn in the: 
orchestra for the first time in ' 
1664. 
348. The French horn has a beautiful 
velvety tone, a wide p~aying range;, 
dynamic expression, an9- variety of/ 
tonal colors. i 
i 
349. Richard Wagner wrote for, and usedi, 
the French horn very skillfully inl 
the orchestra. ! 
i 
! 
350. The modern symphony orchestra uses! 
four French horns in its ins tru- I 
mentation. I I 
351. The word trombone means "big trum-1 
pet11 in Italian. It became a dis-! 
tinct instrument when the slide wa!s 
added to it. The slide was in- i 
I 
vented during the early part of t~e 
14th century. i 
I 
352. Around 1520 excellent trombones 
were being built in Germany. 
353. At the end of the 14th century 
354. 
the trombone was introduced into 
England and was called the sackbuti. 
Eventually it was also called the ' 
trombone in that country. 
The trombone used in the orchestr~ 
is the tenor trombone. It can ex-i 
press musical effects that are i 
menacing and formidable, or produde 
effects that are heroic, majestic,/ 
gloomy, Of calm and imposing. I 
355. The bass trombone is used in the 
orchestra. It ha,s a gruff and I 
I ponderous tone. 
I 
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356. The modern symphony orchestra gen-
erally uses three tenor trombones 
and one bass trombone. 
357. The tuba family was developed from 
the ophicleide, which was developed 
from the serpent, an instrument in-
vented in 1590 by Guillaume of 
Auxerre in France. 
358. The modern tuba plays the bass part 
in the orchestra and has a gruff, 
powerful tone. 
359. Large symphony orchestras use from 
four to eight players in the per-
cussion section. 
360. The ancestry of the tympani can be 
traced back to half sphere drums 
brought into Spain in 711 A.D. by 
the Moors. 
361. The tympani ca~e into use in the 
orchestra in the 17th century. 
362. The early tympani were hand tuned 
and were pitched to play the tonic 
and dominant of the key in which 
the music was written. 
363. Beethoven used the tympani very 
effectively in his works. He was 
the first to tune them in fifths 
and to discover and use the range 
of effects possible to achieve on 
these instruments. 
364. The t~ of the modern tympani 
can be changed very quickly by the 
use of foot pedals. In fact, tunes 
can be played on them. 
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365. Richard Wagner made the tympani a i 
great dramatic instrument. Ex- ! 
amples of this exist all through 
his works. 1 
366. ·The drum has been and is played byjJI 
people of all types and levels of 
culture throughout the. world. It i 
is used by primitive tribes in th~ 
heart of Africa, and in the world 'Is 
greatest symphony orchestras. It 1 
has been closely associated with 'I 
man's entire history. . 
367, The drums are the rhythm instru- I 
ments of music. They can carry ! 
their message without melody. They 
can arouse the spirit pf war in a ' 
primitive person; they can beat ot1rt 
a mournful elegy or express great I 
joy. The weird, the mysterious, ttie 
terrible can be portrayed with tr~­
mendous drama and reality by rhythm 
being played upon the~. 
368. Drums vary in size from the bass 
drums to the snare drum. 
369, The tambourine, castanets, tom-
toms,;cymbals, and triangles are 
percussion instruments used for 
color~ul effects in the 'orchestra 
' ! 
370. Bells~ chimes, the glockenspiel, 
celes~a, ~ylophone, and marimba 
have aefinite pitch in the per-
cuss ion family. 
371. The harp has a long history as-
sociated with it from the ancient 
Egyptians down to the present day I 
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372. The harp has a wealth of technique 
and .effects. Arpeggios, glissandi, 
and chords are peculiarly suited to 
the harp, 
373. The clavichord and harpsichord were 
developed in the latter part of the 
14th century. 
374. Bach and MOzart were great ad-. 
mirers of the clavichord and used 
it a great deal. 
375. Cristofori, in his quest to over-
come the limitations of the harpsi-
chord, invented the pianoforte in 
1709. This word means."soft-loud." 
Our word, piano, is a contraction 
of it. 
376. Beethoven recognized the fact that 
the piano required a kind of music 
different from that which had been 
written for its·predecessors. He 
wrote solid, sustained chords shaded 
from diminuendo to crescendo, and 
wrote staccato passages. His music 
was adapted to the nature of the 
instrument. 
J. Musical Theory 
377. The treble and bass staves are 
graphs upon which are plotted key, 
pitch, rhythmic and harmonic rela-
tionships. 
378, A staff contains five lines and 
four spaces; it may be extended 
above and below by the addition 
of leger lines. 
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379. The highness or lowness of musicaL 
tones is called pitch and is rep-
resented by the position of notes ! 
on the musical staff. 
' ' 
380, No staff is complete without a cl~f 
at the beginning to establish the 
relationship of pitch names. There 
are several of them, but the treble 
or G clef, and the bass or F clef,; 
are the two most commonly used. ~he 
former gives its letter name to the 
second line of the treble staff; ~he 
latter to the fourth line of the ' 
bass staff. 
381. Each line and space of a staff is 
called a degree and the degrees are 
named by the first seven letters af 
the alphabet, which are called 1 
pitch names. I 
382. The scale of C is the only one of 1 
the major scales _in which the whol,e 
and half steps coincide correctly : 
with the natural letter pitches; in 
every other major scale it is nee~ 
essary to raise or lower certain 
letter pitches to get the proper 
step and half step successions. 
383. A key signature establishes the lQ-
cation of a beginning scale on a 
staff and structures the relation~ 
ship of the tonal steps in the I 
scale.. They are placed on the 
scale after the clef. 
384. Key relationships are established 
by the circle of fifths, a table 
of key signatures for all major 
and their relative minor keys. 
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385. Each ~jor key has its relative 
minor' .. key, and both are indicated 
by the same key signature. 
386. A diatonic scale may be either 
major or minor. In the major 
scale half steps occur between the 
third and fourth degrees·· In the 
natural minor they occur between 
the second and third degrees, and 
fifth and sixth degrees of the 
scale. 
387. The harmonic minor scale bas half 
steps between the second and third 
degreesp fifth and sixth degrees, 
and the seventh and eighth degrees, 
ascending and descending. 
388. Ascending, the melodic minor scale 
has half steps between the second 
and third degrees, whole steps be-
tween the fifth and sixth, and be-
tween the sixth and seventh de-
grees, and a half step between the 
seventh and eighth degrees. De-
scending, the scale has half steps 
between the sixth and fifth, and 
between the third and second 
degrees. 
389. The chromatic scale embraces ~elve 
tones in seven degrees and is· 
formed of half steps. 
390. In all scales it is the third tone 
from the foundation which deter-
mines the mode as major or minor. 
If the interval from the foundation 
ia a major third, the scale is 
major; if a minor third, it is 
minor, 
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391. Each tone of the scale has its own 
name, starting from the basic not~ 
of a scale and ascending from one' 
to seven, or from do to ti; they i 
are the tonic, supertonic, median~, 
subdominant, dominant, submedianti, 
and leading tones. I 
i 
392. Each tone of a scale has character-
istic tendencies of resolution, d~­
pending upon its position in a 1 
melody or scale. 
393. There are twelve different-soundi~g 
major scales and an equal number bf· · 
their relative minor scales, makipg 
twenty-four scales in all. If th~ 
three enharmonic scales are in-
cluded, there will be fifteen major 
and fifteen minor scales. 
394. To eliminate confusion, the various 
octaves have definite names, the 
lowest being called sub-contra and 
the highest, four line C. 
395. The modal scales of the Greeks 
passed on to the early Christian · 
fathers and evolved into the I 
Ecclesiastical Modes; which in tu~n 
evolved into the diatonic major ahd 
minor scales; and later into the : 
whole-tone scale of Debussy and the 
twelve-tone scale of Schoenberg. , 
, . I 
396. In a measure signature, the upperi 
figure tells the number of beats lin 
a measure; the lower figure tells! 
the type of note that is to be t~e 
unit of the beat. 1 
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397. Time represents the surface upon 
which musical structure is to be 
erected, measured by a system of 
units called beats, by which a sys-
tem of measurement is established 
to determine the various lengths of 
tone, define their rhythmic condi-
tions, and govern the relationship 
of the several melodies sung or 
played together. 
398. A measure, a unit of measurement in 
music, may be either duple--consist-
ing of two beats, or triple--con-
sisting of three beats, or compound--
consisting of four or six beats. 
The duple and triple specie can also 
be combined, making an irregular · 
disposition of the accents within a 
measure. For example: 5 - 4 
measure is either 3 + 2 or 2 + 3 
beats, with corresponding accentu-
ation. 
399. The beat is most commonly repre-
sented by a quarter note; however, 
a composer can use any value he 
pleases, such as an eighth, six-
teenth, or half note to stand for 
this value. 
400. There must be an equal number of 
beats in a measure, but it is not 
necessary to have an equal number 
of tones. 
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401. Rhythm enters into music in two 
different ways: it exists in re- ! 
l:ation to a rhythmic framework that 
is built around a time, pattern of i 
either duple rhythm (2-4 measure),! 
or triple rhythm (3-4 measure), or1 
compounds of either. The first ha:s 
an accented beat followed by one 
unaccented or lighter beat; in 
tt!ple rhythm the accent is fol-
lowed by two lighter beats. In 
addition, the music has its own 
rhythmic designs--the rhythms that! 
are structured by the formation ofj 
the melodies and chords, I 
I 
! 
402. Ordinarily, in a composition, an 
equal number of beats occur in alli 
I 
measures; however, composers, to : 
secure variety, often have differ-1 
I 
403. 
ent groupings of beats, such as a i 
I three-beat measure followed by a i 
two-beat, or four-beat measure, ori 
other combinations of beat patterns. 
·symbols, called notes, indicate 
the length of time a tone is to 
sounded. 
404. Symbols, called rests, indicate 
periods of silence. 
405. There are whole, half, quarter, 
eighth, sixteenth, and,thirty-
second notes and their.correspond-
ing r~sts. These symbols have a 
ratio 'iof two to one. Ratios other 
than two to one are made by the 
addition of a dot. 
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406. Duration, represented by these 
symbols, is measured by beats, the 
standard of measurement varying 
according to the type of measure 
signature. 
407. The ability to read music involves 
the development of correct re-
sponses to all kinds of rhythmic 
patterns occurring in simple or 
compound time, and the power to 
recognize, hear, and sing the vari-
ous arrangements and combinations 
of figures of the tonic, subdom-
inant, dominant, supertonic, medi-
ant, submediant, and leading tone 
chords, and to recognize scalewise 
passages, neighboring tones going 
up or down one degree, along with 
simple modulation, and flat and 
sharp chromatics that are the ma-
terials that melody is made up of. 
408. A tonal interval is the difference 
in pitch between two tones. An 
interval is produced by sounding 
two tones simultaneously or suc-
cessively. 
409. Tonal intervals have a fixed re-
lationship in any key. 
410. Intervals are named according to 
the number of staff degrees which 
they involve. They may be di-
minished, minor, major, or aug-
mented in size, with the exception 
of a perfect fourth or fifth which 
may only be augmented or diminished. 
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411, All intervals are measured ac- 1 
412. 
cording to the major scale. In th~ 
major scale, primes, fourths, I 
fifths, and octaves are perfect inJ 
tervals; seconds, thirds, sixths, I 
and sevenths are major. 1 
I 
I 
414. Major intervals invert 'to minor, 
minor to major, perfect~ to perfect, 
augmented to diminished, and di-
minished to augmented. 
i 415. Tempo is the name give~ to the : 
speed or rate of rapidity at whichl 
a composition is perfo~ed. I 
I 
416. The metronome is an instrument wit~ 
a pendulum which ticks back and 1 
forth ~ given number of vibrations i 
a minute. It is governed by setti~g 
a weight on it at any given point dn 
the numerical gauge. In a composi1 
tion, if the composer indicates thET 
exact 'number of beats per minute i1± 
will be indicated at the beginning 
of a composition. 
For example: Mm.f = 12.0 
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417. It is a custom among mus~c~ans to 
use the following WQrds to denote 
or describe a tempo: Largo (very 
slow); andante (slow); andantino 
(rather slow); moderato (at a mod-
erate pace); allegretto (rather 
fast); allegro (fast); prestp (very 
fast).. ' 
418. va~iations in intensity are indi-
cated by crescendo (meaning grad-
ually louder); diminuendo means ·be-
coming gradually softer. 
419. The dynamics of a composition indi-
cate the loudness or softness of 
tones; degrees of intensity in a 
music composition are indicated by 
the following terms: 
pianissimo, abb. pp. Very soft. 
piano, abb. p. Soft. 
mezzo piano, abb. mp. Medium 
soft. 
forte, abb. f. Loud 
mezzo forte, abb. mf. Medium 
loud. 
fortissimo, abb. ff. Very loud. 
sforzando, abb, sf. Explosively. 
420. The following words are commonly 
used by composers to indicate in a 
composition the manner in which it 
should be performed; they are 
called expression marks: 
animato. With animation. 
legato. Smoothly connected. 
maestoso. Majestically. 
simplice. Simply. 
sostenuto. Sustained. 
spirito. Spiritedly. 
staccato. Disconnectedly. 
vivace. Vivaciously 
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421. The signs it, p , q , are called 
accidentals. They are used to make 
chromatic alterations in music. 
422. Composers change keys often in com-
positions; this is called modula-
tion. 
423. Musical notation involves musical 
symbols to indicate repetition, . 
such as i II , which means repeat all' 
material before sign. Material con:-
tained between two of these signs ! 
must be repeated. D.C., abbrevia-
tion for Da Capo, indicates a re-
peat from the beginning to the word 
Fine. D.S., abbreviation for 
Italian Dal Segno, indicates a re-
peat from the sign (:S:) to the 
word Fine. · 
424. A slur joins notes of different 
pitches; a tie joins notes of the 
same pitch. Dots, above or below 
notes, indicate staccatb. 
~ 425. A fermata, • , a hold, adds to the: 
length of tone. 
K. Conducting 
426. Prior to the time of Beethoven, the 
orchestra was conducted by a leade~ 
who played the harpsichord and di- ! 
rected at the same time. Later, the 
first violinist conducted the or- : 
chestra, beating time withnods of· 
the head and of the bow; and some- : 
times no conductor of any kind was I 
used, 
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427. In Beethoven's time conducting 
with a baton became the rule. 
428, Felix Mendelssohn established the 
school of modern conducting tech-
niques. He used the baton in con-
ducting and treated the orchestra 
as an immense instrument upon 
which he played with feeling and 
style. He was one of the first to 
whom the term "interpreting con-
ductor" could be applied. 
429~ Richard Wagner and Hector Berlioz 
were fine conductors who contrib-
uted much to develop the fine art 
of conducting. 
430. A conductor must have a tremendous 
training and culture. He must be a 
historian and philosopher; he must 
understand the mus~cal styles and 
works of various periods and com-
posers; he must be a thoroughly 
trained musician and artist, and 
must be a leader of men. 
431. The conductor must convey musical 
meaning to his musicians by pro-
jecting understanding, feeling, 
and emotion through his personality 
and character, and through the art 
of gesture. 
432. The conductor must find the true 
tempo of the music he is inter-
preting and indicate it to those he 
is leading, 
433. A conductor must learn to keep a 
steady tempo. 
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434. The term "rubato" defines a musical 
condition which gives a conductor a 
certain liberty and free play with 
the beats. 
435. A conductor must know the orches-
tral instruments, their limita-
tions and characteristics, and their 
use in the orchestra. He must know 
and understand the human voice, its 
various ranges, types, and qualities, 
436. A conductor must be able to flu-
ently read a score. 
437. Three elements in musical ex-
pression over which the conductor 
exerts major control are tempo, 
dynamics, and phrasing. 
438. The same basic understandings of 
music are necessary to conduct a 
simple folk song or simple art song 
as are needed to conduct a Beethoven 
symphony. 
439. A preparatory beat is executed 
the exact tempo of a piece and 
in proper character. 
at 
also 
440. The first beat of every measure is 
a down beat; the last must always 
be an up beat. 
1 441. The two-beat measure in simple or 
compound measure is conducted with 
the following beat pattern: ~~ 
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442. The four-beat measure is conducted 
with the following beat pattern, simple or comp];::ded: 
~ I 
443. The three-beat measure is con-
ducted with the following beat pat-
tern, simple or compound, undivided: 
::~~ 
I 
444. The six-beat measure is conducted 
with the following beat pattern: 
3 
':l~s 
~ 
445. The five-beat measure is a combina-
tion of the two- and three-beat 
measures. The conductor must de-
termine which comes first and 
adapt his beat pattern accord-
ingly. 
446. The seven-beat measure is not very 
common. It is a combination of 
the four- and three-beat measures. 
The conductor must decide which 
comes first and adapt his beat 
patterns accordingly. 
447. A c~nductor must secure good at-
tacks and releases. The first is 
secured by a good preparatory 
stroke, the latter by proper mo-
tions of the baton. 
-±-··. . . 
·. : Release 
Fermata 
,_ ·;::-~ 
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L. Harmony 
448. Harmony is the science which 
treats of chords--their construc-
tion, interrelation, and logical 
progression. 
449. The art of harmony is distinguished 
from the art of counterpoint in 
that the former deals with chords 
and the latter with combined 
melodies. 
450. The basis of harmony is the three-
voiced triad, consisting of a root, 
third, and fifth. 
451. On each degree of the diatonic 
scale, maJor or minor, a triad may 
be constructed. 
452. A chord is produced by doubling one 
note of a triad; sometimes it is 
the root, third, or fifth of it. 
453. Chords are numbered by Roman nu-
merals corresponding to the degree 
of· the scale they are based upon. 
The tonic, for example, is Roman 
numeral I, the subdominant is 
Roman numeral IV. 
454. The combination of one, three, and 
five degrees of any·major scale 
produces what is known as the tonic 
triad. 
455. The combination of the fifth, the 
seventh, and second degrees of any 
major scale produces what is known· 
as the dominant triad. 
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456. The combination of the fourth, 
sixth, and eighth degrees in a 
major scale produces a subdominant 
triad. 
457. A dominant seventh chord is made by 
adding a third above the dominant 
triad. This additional tone lies a 
seventh above the root of the chord. 
To build the dominant seventh chord 
in any key, add the scale tone a 
third above the dominant triad of 
that key. 
458. On each degree of the diatonic 
scale, major or minor, a triad may 
be constructed. In the major mode 
the Primary triads, I, IV V, are 
major triads; the Secondary triads, 
ii, iii, yi, are minor; and the 
triad on the leading tone vii0 is 
diminished. 
459. In the minor mode (Harmonic) i and 
iv are minor triads; V and VI are 
major, ii0 and vii0 are diminished, 
and III+ is augmented. In this 
mode the seventh degree of the 
scale is raised a half step, which 
makes the dominant triad major. 
460. In the diatonic system all chords 
are built in thirds; and every 
chord is subject to inversion. 
461. The secondary triads are built 
upon the second, third, sixth, 
and seventh of the major scales. 
462. A final or authentic cadence con-
sists of the chord built on the dom-
inance of the scale followed by a 
chord built on the tonic of the 
scale. 
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463. A plagal cadence is used as a 
final cadence; it is made up of a 
chord built on the subdominant of 
the scale, followed by a chord 
built on the tonic of the scale. 
464. A deceptive cadence is built on a 
dominant chord going to the sub-
mediant chord crea~ing a feeling of 
almost stopping but going on, just 
the same. 
465. A half cadence is built by revers-
ing the form of the authentic ca-
dence; the tonic chord is followed 
by the dominant chord. 
466. Chords are arpeggiated when their 
individual tones are sounded in 
•. §uccession, instead of together • 
. 
467. Interval and chordal relations are 
easily structured on the piano · 
keyboard. 
468. A change of key in music is called 
modulation. There may be transi-
tory, temporary, or permanent mod-
ulations in a composition, indi-
cated sometimes by marked cadences; 
and sometimes they are made so 
skillfully by a composer that the 
listener is almost unaware of them. 
469. Each chord has a more or less 
strong tendency to move to some 
special one of the other chords. 
Relative 
Importance 
in General 
Education 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
1 2 3 
358 
65 
Direct 
Objective 
of General 
Music Course 
(3) 
r.. 
359 
66 
Relative Direct 
Items to Be Rated Importance Objective in General of General 
Education Music Course 
(1) _{2} _(_3l 
470. The most important chords in music 
are the tonic and dominant. All 
chords tend to move towards the 1 2 3 
tonic, on which they finally rest. 
The chord established on the fifth 
degree dominates the key. 
471. Harmony has evolved through many 
stages of development through the 1 2 3 
·past three hundred years. 
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